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INTRODUCTION 


Television  and  motion  picture  production  has  greatly  stimulated 
the  growth  and  change  of  methods  used  by  make-up  artists  in  the 
entertainment  field.  The  advent  of  color  processes  in  both  mediums 
was  an  additional  incentive  to  create  a  naturalness  of  facial  coloring 
and  design  for  the  camera's  critical  eye.  In  combination  with  correct 
lighting,  make-up  is  an  important  factor  in  the  consolidated  perfec- 
tion required  in  today's  productions.  It  is  also  important  to  note 
that  the  integration  of  planning  and  dependence  upon  each  other 
of  the  wardrobe,  lighting,  set  designing  and  make-up  departments 
must  be  much  closer  co-ordinated  than  was  hitherto  necessary  for 
stage  productions  because  the  departmental  spheres  of  interaction 
are  so  related  that  each  in  turn  affects  the  other  in  an  overlapping 
manner. 

In  addition  to  treating  all  the  basic  problems  that  the  novice  will 
encounter,  and  must  solve,  this  book  has  much  useful  information 
for  the  expert  make-up  artists  as  well.  In  all  cases  the  newest  and, 
by  experimentation,  the  best  methods  and  procedures  have  been 
given. 

Many  individual  products  have  been  mentioned  by  specific  trade 
names  so  that  the  reader  will  have  an  accurate  reference  to  the 
materials  used  by  professional  make-up  artists.  In  many  cases  the 
products  are  the  only  ones  manufactured  for  this  specific  use  and, 
in  others,  those  named  have  been  found  by  constant  use  and 
experimentation  to  be  the  best  available.  The  recommendations 
have  been  made  on  my  experience  and  personal  preference,  and  any 
inadvertent  omissions  of  other  products  are  not  to  be  inferred  as 
reflecting  on  such  products. 

In  the  discussion  of  racial  and  national  types,  one  should  bear  in 
mind  that  while  the  audience  for  screen  productions  expects  a  rather 
prototypic  distinction  to  be  made  of  the  various  types,  recent 
studies  in  genetics,  human  biology  and  anthropology  indicate  that 
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the  actual  phenotypic  variations  possible  in  the  human  races  are 
almost  limitless ;  hence  no  individual  characteristic  of  any  national 
group  should  be  construed  as  a  valid  criterion  for  the  distinction  of 
this  particular  group. 

In  addition  to  personal  research  and  information,  a  book  of  this 
kind  requires  the  aid  and  knowledge  of  many  experts  in  specific 
fields.  I  wish  to  thank  all  those  who  have  so  generously  contributed 
their  time,  effort  and  imagination  in  this  behalf. 

Vincent  J-R  Kehoe 
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CHANGES  OF  MAKE-UP.  Mr.  Paul  Winchell  in  various  roles  on  his  NBC-TV  show. 
Make-up   by  the  author.   Photos   by  Albert   Freeman. 


WHY  MAKE-UP? 


Since  earliest  times,  make-up  has  been  used  for  adornment  in 
public  and,  on  the  stage,  for  the  portrayal  of  characters.  The 
Romans  bleached  and  dyed  their  hair,  tinted  knees  and  feet,  and 
used  various  powders.  The  Egyptians  used  kohl  and  henna,  drew 
black  lines  around  their  eyes,  and  applied  scented  oils  to  their 
bodies  to  create  shine. 

Masks  were  of  importance  in  the  Greek  and  Roman  theatres  for 
the  definition  of  character.  The  masks  were  colored  and  shaped  to 
symbolize  what  the  actor  wished  to  portray  to  the  audience.  The 
Africans,  Siamese,  Chinese,  Japanese,  Indians,  American  Indians, 
Maoris,  and  others  also  used  masks  for  their  ceremonies  and 
religious  dances  or  to  frighten  their  enemies  in  battle.  War  paint 
and  tattooing  with  symbolic  colors  and  designs  were  also  used. 
These  colors  were  made  of  berry  juices,  earth,  or  charcoal  mixed 
with  animal  grease  or  water. 

Until  the  Elizabethan  period,  masks  were  used  in  almost  all 
forms  of  theatrical  entertainment.  A  different  mask  had  to  be  used 
to  portray  each  character  or  emotion,  and  each  mask  had  a  single 
expression  carved  on  it. 

To  give  mobility  to  the  expressive  features  of  an  actor  and  allow 
him  more  facial  versatility  in  playing  roles,  paint  and  powder 
applied  directly  to  the  face  then  came  into  general  use  for  theatrical 
make-up.  At  first  the  make-up  was  rather  crudely  produced  from 
earth  colors  and  various  dyes  mixed  with  animal  fat  or  perfumed 
oils.  The  expression  "ham"  actor  originated  from  those  performers 
who  rubbed  ham  rind  on  their  faces  as  a  base  for  their  colored 
powders  when  they  could  not  afford  the  more  expensive  and  less 
odoriferous  oils.  In  later  years  oil  lamps  for  stage  lighting  were 
replaced  by  gas  illumination  and  finally,  about  1860,  electric  light 
came  into  general  use.  Make-up  products  began  to  be  manufactured 
on  a  commercial  basis  a  few  years  later.  Yet  make-up  remained 
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relatively  heavy  and  mask-like  until  recent  years,  when  a  more 
natural  look  was  sought  because  of  better  lighting  techniques  and 
the  influence  of  the  camera's  discerning  eye. 

Early  motion  picture  and  still  film  was  of  a  type  called  ortho- 
chromatic,  and  the  make-up  then  was  of  a  pink  tone.  As  stage 
principles  were  applied  in  the  use  of  make-up  at  the  time,  the  hero 
was  often  as  painted  as  the  heroine  while  the  villain  relied  on  heavy 
eyebrows  and  a  moustache  to  make  him  look  sinister. 

When  panchromatic  film  finally  came  into  use,  Max  Factor  and  a 
few  other  pioneers  of  the  make-up  industry  developed  the  yellow- 
orange  type  of  panchromatic  make-up.  Starting  with  a  light  pinkish 
tone  and  graduating  to  a  deep  brownish  orange,  the  products  ranged 
through  eleven  shades,  numbers  21  to  31  in  powder  and  grease- 
paint. These  photographed  from  a  light  gray  to  a  deep  gray- toned 
shade  respectively,  and  became  the  basis  for  our  present-day  motion 
picture  and  television  make-up. 

Today,  make-up  products  are  manufactured  in  various  forms, 
such  as  water-applied  cake  foundation  and  cream-type  greaseless 
make-up.  Max  Factor's  standardized  types  of  these  are  called 
Pan-Cake  and  Pan-Stik  respectively.  Their  colors  range  throughout 
the  spectrum  to  meet  the  demands  of  television  cameras  and  motion 
picture  film  types  in  black-and-white  and  color.  Most  products  made 
for  street  wear  are  not  dense  enough  in  color  or  quite  adequate  in 
coverage  properties  for  theatrical  use.  They  also  lack  arrangement 
in  a  graduated  color-corrected  scale.  That  is,  it  is  almost  impossible  to 
find  a  street  make-up  which  has  a  range  of  colors  suitable  for  a  base 
and  for  highlights  and  shadows  as  required  for  stage,  television  and 
motion  pictures.  However,  many  of  Max  Factor's  street  colors  can  be 
used  in  combination  with  those  in  his  theatrical  fine  for  these  purposes. 

What  make-up  can  do 

Many  people  ask,  "Do  I  need  make-up  for  television  or  motion 
pictures?"  The  answer  is  invariably,  "Yes,  if  you  want  to  look 
natural  and  to  your  best  advantage."  The  reason  for  this  is  simple. 
The  normal  pigments  of  the  skin  vary  in  differing  hues  of  redness, 
blueness,  yellowness  and  brownness,  all  of  which  televise  and  film  in 
different  tones.  On  television  especially,  such  factors  as  reddish 
cheeks  or  noses,  bluish  beard  lines  (even  though  just  shaved),  the 
browns  or  reds  of  freckles,  blemishes,  shaving  cuts  and  so  on,  will 
affect  the  over-all  picture  of  the  face.  Make-up  hides  or  covers  and 
thereby  disguises  these  faults.  Used  skilfully  it  can  also  minimize  a 
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prominent  nose,  chin,  or  jawbone,  too  wide  or  too  close  spacing  of 
the  eyes,  and  many  other  natural  faults  in  facial  construction.  This 
is  known  as  corrective  make-up;  its  techniques  are  discussed  later. 

Some  producers  do  not  like  the  smoothness  of  the  face  created 
by  the  use  of  make-up.  They  strive  to  achieve  what  is  termed  a 
documentary  effect  in  their  productions  by  the  lack  of  make-up  on 
men  (even  at  times,  on  women).  Unfortunately,  in  the  main,  the 
reality  does  not  always  reproduce  faithfully  in  television  or  motion 
pictures.  Lack  of  make-up  imparts  a  "commonness"  to  the  actors 
by  showing  up  every  fault  or  blemish  in  their  faces.  Reality  in  this 
case  becomes  rather  unpleasant,  and  the  effectiveness  of  the  actor's 
characterization  is  often  lost  because  the  audience  may  be  dis- 
tracted by  the  absence  of  make-up.  However,  if  commonness  is 
desired,  the  amount  of  make-up  should  be  cut  down  or  else  applied 
so  as  to  create  a  character  make-up.  This,  of  course,  does  not  hold 
true  for  color  processes,  but  only  for  black-and-white  television 
and  motion  pictures. 

Color  television  and  motion  pictures  require  every  part  of  exposed 
skin  to  be  covered  with  make-up,  because  color  processes  are 
sensitive  to  various  colors  according  to  lighting,  film  type,  electronics, 
and  other  factors.  Make-up  is  very  important  in  imparting  to  the 
face  and  body  a  normal  color  on  the  screen. 

On  stage,  where  the  strong  lights  and  distance  of  the  actors  from 
the  audience  wash  out  and  flatten  the  features,  make-up  restores  to 
the  face  the  look  of  normalcy  in  both  color  and  contour. 

Lighting  and  make-up 

Lighting  controls  make-up  to  a  high  degree.  A  good  make-up  can 
be  spoiled,  that  is,  its  effectiveness  can  be  lessened,  by  incorrect 
lighting  just  as  skilful  lighting  can  greatly  aid  the  art  of  make-up. 
Close  co-operation  between  the  lighting  director  in  theatre  and 
television,  or  the  cameraman  in  motion  pictures,  and  the  make-up 
artist  is  necessary  for  the  best  possible  effect. 

In  motion  pictures,  where  the  scene  is  shot  from  each  angle 
separately  in  different  lighting  set-ups  and  schemes,  the  lighting 
effect  can  be  designed  to  be  complementary  to  the  make-up.  A  spot- 
light to  add  highlight  to  the  cheekbone,  with  a  scrim  over  the  light  to 
soften  the  beam  and  a  barndoor  to  direct  the  light  flow,  plus  a  fill 
light  for  tone,  are  all  basic  equipment  used  by  cameramen  to  secure 
the  best  possible  effect  for  the  scene  being  filmed.  Facial  faults  are 
magnified  in  the  blown-up  picture  on  the  motion  picture  screen — a 

T.M-U. — B  1  n 


head  alone  can  be  over  twenty-five  feet  high  on  our  large  screens 
today.  Lighting  can  add  to  the  faults  and  destroy  the  desired  effect 
created  by  make-up,  or  it  can  minimize  even  further  a  facial  problem 
or  defect  covered  by  make-up. 

Television  presents  another  problem.  The  lighting  is  not  con- 
trolled by  the  cameramen,  as  there  are  as  many  cameramen- 
operators  as  there  are  television  cameras  used  on  a  particular  show. 
Generally  a  regular  dramatic  television  program  uses  at  least  three 
cameras  for  mobility  in  both  distance  and  angles.  Each  cameraman 
cannot  light  for  his  own  shots.  So  a  lighting  director  designs  the 
lighting  scheme  for  the  production.  He  directs  the  members  of  the 
stage  crew,  known  as  juicers,  to  place  the  lights  in  the  most  effective 
positions,  and  by  checking  their  flow  or  beam  of  light  on  to  the 
actors  on  the  monitor  screens  in  the  control  room,  he  creates  the 
production's  lighting  scheme. 

In  most  cases  it  means  a  great  flood  of  overhead  light  shining 
directly  on  the  subject  being  televised.  Floor  or  low  angle  lights 
sometimes  create  technical  difficulties ;  therefore,  most  of  the  lights 
must  be  overhead.  This  creates  shadows,  hollows,  highlights,  and 
washing-out  effects  which  are  not  only  difficult  to  control,  but 
appear  quite  unnatural.  Some  of  the  most  beautiful  girls  do  not 
televise  well  because  of  extremely  deep-set  eyes,  round  faces,  or 
other  facial  characteristics.  Many  corrections  can  be  accomplished 
with  make-up  but  again,  as  in  motion  pictures,  lighting  can  minimize 
or  magnify  a  fault. 

The  basic  difference  between  the  make-up  effect  in  motion  pic- 
tures and  television  is  that  it  is  magnified  on  a  large  screen  in  motion 
pictures,  while  in  television  it  is  condensed  to  a  screen  usually 
smaller  than  life  size.  In  television,  therefore,  make-up  can  be  more 
pronounced  in  effect. 

Wardrobe  and  make-up 

Clothing  effects  the  color  and  response  of  make-up  to  a  great 
extent.  Both  black-and-white  television  and  motion  pictures  repro- 
duce clothing  about  the  same  except  that,  in  most  cases,  television 
has  more  contrast  than  film  for  a  given  material. 

In  general,  with  a  soft  lighting  key,  light  clothing  or  a  light  back- 
ground, a  lighter  make-up  is  best.  While  with  darker  clothing, 
darker  backgrounds,  or  a  higher  or  harder  lighting  key,  a  darker 
make-up  is  preferable. 

Spangles,   sequins,   rhinestones   and   other  brilliants   used   on 
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EFFECTS  OF  LIGHTING  ON  MAKE-UP.  Top  left:  Side  lighting  is  employed  for  some 
effects,  but  in  general  it  creates  a  washed-out  effect  on  one  side  whilethe  other  side  of  the 
face  is  dark.  Top  right:  Lighting  from  below  is  seldom  used  except  for  weird  effects. 
Bottom  left:  Lighting  from  above  makes  the  eyes  sink  into  the  sockets  and  creates 
shadows  around  the  nose  and  mouth;  the  forehead  and  the  nose  area  are  highlighted, 
flattening  the  features.  Bottom  right:  A  key  light  hits  the  face  from  the  upper  left,  while 
a  fill  light  gives  tone  to  the  features  from  the  other  side  and  another  light  gives  a 
reflective  glow  to  the  background,  creating  altogether  a  more  balanced  effect. 
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clothing  are  somewhat  difficult  to  control  as  they  have  sharp  reflec- 
tive surfaces  which  give  a  "kick  back"  from  the  lights.  A  spray- 
type  wax  or  a  light  shade  of  Pan-Cake  can  be  used  to  dull  the  glitter 
on  these  items  as  well  as  on  a  shiny  piece  of  jewelry. 

White  gives  what  is  called  a  "halo"  effect  on  television,  which  is  a 
darkening  of  the  area  around  the  white  material.  White  shirts  and 
collars  should  be  avoided  because  of  this  phenomenon.  Pastel 
shades  are  preferable.  White  is  not  as  bad  in  motion  pictures  where 
the  light  can  be  controlled.  However,  most  cameramen  rather  avoid 
it. 

Black  lacks  tone  and  definition  on  television.  It  has  a  flattening 
effect  which  makes  the  subject  blend  into  a  dark  background.  For 
this  reason  it  is  used  for  various  types  of  "limbo"  shooting  where 
the  outline  of  the  body  blends  into  the  black  background.  Again,  in 
motion  pictures  the  problem  is  not  as  great,  but  black  is  avoided  in 
most  cases  as  being  unflattering  because  of  the  lack  of  reflective 
surfaces. 

Yellow  and  pale  blue  turn  whitish  and  are  excellent  to  simulate 
white. 

Pale  gray,  pale  green,  light  tan,  and  light  orchid  photograph  or 
televise  slightly  deeper  in  tone  depending  on  the  intensity  of  color  in 
the  material. 

Royal  or  air  blue  gives  a  medium  gray  tone,  red  or  medium  green 
a  darker  gray  tone,  navy  or  maroon  a  very  dark  gray  tone.  Gray 
or  brown  gives  various  tones  according  to  its  color,  that  is,  from  a 
light  to  a  dark  in  approximately  the  same  color  ratio  as  it  appears 
in  life. 

Creams,  beiges,  etc.,  reproduce  mostly  light  gray  in  tone;  these 
shades  again  vary  in  relation  to  the  amount  of  bright  color  in  the 
material. 

In  color  motion  pictures  bright  garish  blues  and  reds  are  generally 
avoided  as  they  not  only  stand  out  in  the  picture,  but  in  some  cases 
provide  a  reflectance  of  color  which  gives  an  unnatural  tone  to  the 
make-up.  The  only  certain  test  of  wardrobe  in  color  film  is  to  see 
exactly  what  a  piece  of  material  looks  like  by  wardrobe  tests.  Film 
tests  should  always  be  done  with  full  wardrobe  and  make-up  well  in 
advance  of  the  actual  production  shooting  schedule  to  allow  time 
for  correction  if  necessary.  Wardrobe  and  make-up  tests  prior  to 
actual  production  camera  time  save  both  delays  and  money. 

Compatible  color  television  has  many  problems  which  are  en- 
countered only  in  this  medium.  The  wardrobe  and  make-up  must 
not  only  be  viewed  and  judged  in  color,  but  also  on  the  black-and- 
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white  monitors  or  receivers  of  compatible  color.  The  effects  of 
clothing,  sets  and  skin  tone  are  quite  different,  viewed  on  a  black- 
and-white  receiver  of  a  color  show  in  compatible  color,  from  those 
of  a  regular  black-and-white  telecast.  Color  television  studios  can 
balance  their  equipment  so  that  there  is  much  less  "blooming" 
effect  and  even  white  or  black  make-up  bases  or  clothing  can  be 
used  very  effectively  without  ill  effects  on  either  the  color  or  black- 
and-white  receivers  of  a  colorcast.  However,  at  times  what  looks 
excellent  on  a  color  receiving  set  does  not  necessarily  look  best  on  a 
black-and-white  receiver  and  vice  versa.  Therefore,  again  wardrobe 
and  make-up  tests  on  camera  are  very  important. 

Film  types  and  make-up 

Every  make-up  artist  should  have  a  basic  working  knowledge  of 
the  various  types  of  film  used  for  motion  pictures.  The  Eastman 
Kodak  Company  is  one  of  the  major  suppliers  of  film  for  both  pro- 
fessional and  amateur  use,  so  we  will  refer  to  their  products  in  our 
discussion  of  film  types. 

They  publish  an  excellent  series  of  booklets  on  both  black-and- 
white  and  color  processes  which  are  valuable  additions  to  the  library. 

In  general,  the  make-up  for  all  black-and-white  films  is  the  same 
except  when  filters  are  used.  (See  Appendix  C  Filter  Effects  on  page 
229.)  In  operation,  a  normal  black-and-white  film  exposed  in  a 
camera  and  developed  in  the  prescribed  manner,  yields  a  negative 
reproduction  of  the  original  scene.  From  this  negative,  as  many 
positive  black-and-white  prints  as  may  be  desired  can  be  made. 

In  addition  to  the  new  Eastman  Color  Negative  Film,  Type 
5248,  which  is  now  used  almost  universally  by  all  major  film  studios, 
the  four  principal  types  of  Kodak  color  films  are  Kodachrome, 
Kodacolor,  Kodak  Ektachrome  and  Kodak  Ektacolor.  The  suffix 
"chrome"  indicates  that  the  film  is  a  reversal  material,  while 
"color"  is  applied  to  non-reversal  types.  A  reversal  film  is  processed 
to  produce  a  positive,  but  a  non-reversal  material  may  yield  either 
a  negative  or  a  positive,  depending  on  how  it  is  processed. 

In  the  Kodachrome  and  Kodak  Ektachrome  processes,  the 
reversal  method  is  used  to  produce  positive  color  transparencies  for 
projection,  direct  viewing  or  photomechanical  reproduction.  After 
exposure,  the  film  is  first  developed  in  a  black-and-white  developer. 
This  produces  a  negative  silver  image  of  the  subject  in  each  of  the 
three  emulsion  layers.  The  film  is  then  re-exposed  to  fog  the  re- 
maining silver  halide  deposit  on  the  film  and  render  it  developable. 
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By  a  process  called  coupler  development,  the  silver  deposit  is 
formed  along  with  the  three  positive  dye  images :  yellow,  magenta 
and  cyan,  one  in  each  of  the  emulsion  layers.  Next  the  film  is 
bleached  and,  without  affecting  the  dyes,  the  silver  is  converted  to 
salts  soluble  in  hypo.  The  film  is  then  fixed,  washed  and  dried. 

Kodacolor  and  Ektacolor  are  intended  for  making  paper  color 
prints,  although  Ektacolor  is  also  used  extensively  to  make  large 
color  transparencies  on  Ektacolor  Print  Film  for  display  purposes. 
These  films  and  Ektachrome  are  used  exclusively  in  still  cameras 
and  generally,  make-up  is  the  same  as  for  Kodachrome  films. 

In  Eastman  Color  Negative  Film,  Type  5248,  the  dye  couplers 
are  incorporated  in  the  emulsion  layers  at  the  time  of  manufacture. 
After  exposure  in  a  camera,  this  film  is  developed  in  a  color  developer 
which  produces  a  dye  image  along  with  the  silver  image  in  each 
layer.  (Each  of  the  negative  dyes  serves  to  control  the  amounts  of 
each  of  the  primary  colors ;  that  is,  cyan  in  the  red-sensitive  bottom 
layer,  magenta  in  the  green-sensitive  middle  layer,  and  yellow  in  the 
blue-sensitive  top  layer.)  Then  the  silver  images  formed  along  with 
the  dye  images  are  removed  by  bleaching  and  fixing,  and  the  dye 
images  which  remain  are  negative  with  respect  to  the  tone  gradua- 
tions of  the  original  subject.  A  positive  film  is  then  used  to  make 
the  final  print. 

In  color  photography  the  color  quality  of  the  light  source  is  an 
important  factor  in  faithful  reproduction  of  the  color  tones  and 
gradations  of  the  subject.  In  black-and-white  this  color  quality  is  less 
important  as  then  color  is  relative  to  the  gray  scale.  Color  film  does 
not  always  "see"  colors  in  the  same  manner  as  does  the  eye.  That 
is,  to  the  eye,  a  green  material  will  appear  approximately  the  same 
in  daylight  as  in  tungsten  light  as  our  vision  compensates  for 
changes  in  the  quality  of  light.  However,  color  film  having  no  such 
automatic  compensation  will  reproduce  colors  as  the  eye  sees  them 
only  when  the  illumination  is  correct  for  which  the  film  is  balanced. 
For  example,  these  motion  picture  color  films  are  balanced  for  the 
following  lighting  conditions : 

FILMS  AND  LIGHT  SOURCES 

Film  Lighting  Conditions 

Daylight  Type  Films  Sunlight  and  skylight  on  a  clear  or  slightly  hazy  day, 

except  near  sunrise  or  sunset 
Type  A  Films  Photoflood  lamps  (3400°  K)  at  rated  voltage 

Type  B  Films  3200°  K  lamps  operated  at  rated  voltage 

Kodachrome  Commercial         3200    K  lamps  operated  at  rated  voltage 

Type  5268 
Eastman  Color  Negative  3200    K  lamps  operated  at  rated  voltage 

Film,  Type  5248 
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THE  GRAY  SCALE 


Diagrammatic  representation  of  grada- 
tion from  white  to  black,  the  in-between 
shades  being  tones  of  gray.  The  color 
sensitivity  of  the  film  determines  the  way 
in  which  the  brightness  values  of  different 
colors  are  translated  into  shades  of  gray. 
Four  main  groups  of  emulsions  are 
differentiated  according  to  their  color 
sensitivity. 

Ordinary  emulsions  are  sensitive  only  to 
violet  and  blue  light.  They  are  used  when 
color  discrimination  is  of  no  importance. 
Orthochromatic  (ortho)  emulsions  are 
sensitive  to  violet,  blue,  green  and  to 
some  extent  to  yellow. 
Panchromatic  (pan)  emulsions  are  sensi- 
tive to  all  colors,  but  least  sensitive  to 
bluish-green.  There  are  two  types,  one 
more  highly  red-sensitive  than  the  other. 
The  more  red-sensitive  type  may  in  many 
cases  be  too  red-sensitive,  making  red 
lips  and  tanned  cheeks  too  pale.  The  other 
type  shows  a  better  balanced  sensitivity 
over  the  spectral  range  and  is  usually 
preferable  for  portraiture  by  artificial 
light  and  for  outdoor  photography  in 
general. 

Infra-red  emulsions  are  sensitive  to  the 
invisible  infra-red  radiation. 
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So  the  color  of  the  green  material  will  reproduce  more  faithfully 
by  daylight-type  film  exposed  in  daylight,  or  by  artificial-light  film 
exposed  in  tungsten  light.  Daylight-type  films  exposed  in  tungsten 
lights  require  the  use  of  a  compensating  filter  or  the  material  will 
reproduce  as  yellowish-green.  If  an  artificial  light  film  were  used 
without  a  filter  in  daylight,  the  material  would  appear  as  bluish- 
green. 

For  visual  purposes,  the  color  quality  of  a  light  source  is  ex- 
pressed in  degrees  Kelvin  of  color  temperature.  The  higher  the 
color  temperature  of  a  light,  the  bluer  it  is ;  the  lower,  the  redder 
it  is.  Color  temperature  refers  only  to  the  visual  appearance  of  light 
and  does  not  describe  its  photographic  effect.  Optical  engineers 
Harrison  and  Harrison  have  created  twenty-two  special  light  correc- 
tion filters — the  Coral  series  lowers  the  color  temperature  of  light 
and  the  Blue  series  raises  it.  The  Eastman  Kodak  Company  also 
has  a  series  of  filters  for  color  temperature  correction. 

The  actual  color  temperature  of  a  lamp  depends  upon  the  voltage 
it  is  operated  at  and  the  age  of  the  lamp.  Although  lamp  ratings 
lower  after  long  use,  the  correct  color  temperature  can  be  kept  by 
varying  the  voltage  applied  to  the  lamp.  The  color  temperature  of  a 
lamp  will  vary  with  the  voltage,  changing  about  10  degrees  Kelvin 
for  each  change  of  one  volt.  Skin  tones  are  affected  and  become 
unnatural  if  color  film  is  not  exposed  under  the  correct  conditions  of 
color  temperature.  (See  page  231  for  a  Kelvin  scale  for  photo- 
graphic use.) 

The  amount  of  light  on  a  subject  is  rated  in  foot  candles,  and  is 
measured  by  means  of  a  light  meter.  A  reflected-light  exposure 
meter  when  pointed  at  a  subject  records  the  light  reflected  from  that 
subject,  while  an  incident-light  exposure  meter  measures  the  illu- 
mination falling  on  a  subject  from  a  light  source.  Consequently,  the 
latter  is  pointed  in  the  opposite  direction  from  the  reflected  light 
meter  to  obtain  a  reading,  that  is,  either  at  the  camera  or  the  source 
of  light. 

By  pointing  an  incident-light  meter  in  turn  toward  the  key,  the 
fill  and  the  back  light  sources,  the  amount  of  lighting  contrast  and 
the  ratio  of  the  key  to  the  fill  light  can  be  determined.  For  example, 
a  three  to  one  ratio  is  recommended  for  Eastman  Color  Negative, 
Type  5248. 

An  enormous  amount  of  light  is  encountered  when  shooting 
exterior  scenes.  Daylight  is  the  sum  total  of  sunlight  and  skylight. 
That  is,  on  a  clear  day  with  a  blue  sky  the  illumination  from  the 
sun  is  approximately  9,000  to  9,500  foot  candles  if  measured  on  a 
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plane  perpendicular  to  the  rays  of  the  sun.  In  addition  to  this, 
approximately,  1,500  foot  candles  are  provided  by  the  blue  sky- 
light, making  a  total  of  10,500  to  1 1,000  foot  candles  of  illumination. 
The  lighting  ratio  in  this  case  is  about  7  :  1  on  a  subject  being  photo- 
graphed in  this  light.  When  the  sky  is  overcast,  obscuring  the  sun, 
all  the  light  falling  on  the  subject  is  from  the  sky.  Even  though  the 
illumination  may  reach  as  low  as  200  foot  candles  when  the  sky 
has  dense  clouds,  the  light  is  almost  uniform  over  the  subject. 
Therefore  as  the  sunlight  decreases  in  intensity  because  of  hazy  sky 
conditions,  the  strength  of  the  fill-in  source  increases.  The  highest 
contrast  for  subjects  is  obtained  with  a  clear  sky  and  a  bright  sun 
(unless  the  subject  is  shaded  by  surrounding  objects). 

In  addition  to  lights,  which  are  used  for  both  indoor  and  outdoor 
shooting,  reflectors  are  used  to  direct  the  light  for  exterior  scenes. 
"Hard"  reflectors  are  coated  with  bright  aluminium  foil  and  are 
used  for  back  or  edge  lighting,  while  "soft"  reflectors  are  coated 
with  gold  colored  or  dull  aluminium  foil  and  are  employed  to  fill 
in  shadows  on  the  face. 
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FACIAL  ANATOMY 


Before  proceeding  to  make-up  materials  and  techniques  it  is 
essential  to  deal  with  some  basic  points  of  facial  anatomy.  Bone 
structure  governs  the  shape  and  size  of  all  the  facial  features  which 
are  created  by  skin,  cartilage,  fatty  tissues,  and  so  forth.  These 
elements  give  the  face  individuality  and  define  the  general  charac- 
teristics of  racial  type  and  age. 

Head  shapes 

There  are  two  basic  head  shapes;  the  dolichocephalic  type  or 
long  head  and  the  brachycephalic  type  or  short  head.  Another 
variety  is  the  mesocephalic  type  which  is  a  combination  of  both  or 
intermediate  type  between  them. 

Most  prehistoric  men  were  dolichocephalic,  but  all  three  types 
occur  in  present-day  races  and  combinations  of  racial  types.  How- 
ever, impressionistically,  longheadedness  is  most  common  in  the 
Caucasian  race,  a  high  ratio  of  shortheadedness  will  be  found 
among  the  Mongoloids,  and  Negroes  are  usually  longheaded  with 
only  a  small  minority  being  shortheaded. 

Facial  proportions 

As  people  age,  the  bone  structure  of  the  face  becomes  more  pro- 
nounced as  the  skin  begins  to  tighten  over  these  areas,  while  the 
fleshy  portions  of  the  face  become  soft,  wrinkled  and  sagging.  The 
bones  of  the  face  most  important  to  the  make-up  artist  are  seen  in 
the  illustration  opposite. 

For  the  purpose  of  measurement,  the  face  can  be  divided  into 
three  approximately  equal  divisions  of  height  and  three  of  width. 
A  full  face  photograph  of  the  subject  is  used  for  this  purpose. 

The  height  of  the  face  is  measured  (1)  from  the  hairline  to  the 
eyebrow  line,  (2)  then  to  the  end  of  the  nose,  (3)  and  then  to  the 
point  of  the  chin.  The  width  is  divided  by  lines  running  perpendicular 
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HEAD  SHAPES  and  FACIAL  BONES.  Top  and  center  left:  Dolichocephalic  or  long  head 
type.  Top  and  center  right:  Brachycephalic  or  short  head  type.  Bottom:  The  bone  struc- 
tures of  the  face  that  are  most  important  to  the  make-up  artist  are  the  temples,  frontal 
bone,  cheek  bones  and  jawbone.  Bone  structure  becomes  more  pronounced  with  age. 
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to  the  height  lines  and  bisecting  the  pupils  of  the  eyes.  The 
center  section  of  the  width  is  generally  slightly  wider  than  the  outer 
sections. 

A  perfect  or  ovaloid  shape  face  will  fit  very  closely  to  these 
measurements. 

However,  if  the  nose  is  too  long,  or  the  chin  should  be  rather 
pointed,  or  the  forehead  high,  it  will  show  as  an  unequal  section  in 
the  height  measurements.  Wide  or  close  spacing  of  the  eyes  will 
also  be  apparent  when  the  width  lines  are  drawn.  Corrections  can 
then  be  made  with  make-up  to  minimize  the  faulty  sections  of  the 
facial  balance.  These  methods  will  be  described  later. 

Skin  and  hair 

Knowing  the  skin  tones  and  colors  of  the  hair  and  eyes  is  im- 
portant too.  For  simplicity  they  can  be  divided  as  shown  below. 

HAIR  TYPES 
Basic  Colour  Varieties 

Platinum  to  light  drab  shades 

Bright  to  dull  golden  yellowish  shades 

Faded  drab  shades 

Reddish  brown  tones  with  blonde  highlights 

Carrot  red  to  light  auburn 

Dark  reddish  brown  shades 

Brown  tone  darker  than  No.  4  and  with  no  blonde 

highlights 

Dark  brown 

Jet  black  with  no  brown  overtones 

White  hair  from  natural  ageing. 

Some  natural  color  Nos.  I  to  9,  but  mostly  white 

A  dark  hair  shade  with  some  white  in  it 

Drab  means  that  the  hair  has  a  tannish  color  with  no  yellow  in  it,  while  golden  describes  a  yellowness  in 
color.  Warm  tones  are  those  with  some  reddish  overtones. 

Skin  tones  are  relative  to  the  natural  hair  colors.  A  medium  skin 
for  a  blonde  would  not  be  of  the  same  basic  tonality  as  the  medium 
skin  tone  of  a  brunette.  The  blonde  would  have  skin  rather  on  the 
pink  or  ruddy  side,  while  the  brunette's  skin  would  have  more  olive 
or  yellow-brown  in  it. 

SKIN  AND   HAIR  TONES 

Skin  Tone  General  Occurrence  in  Hair  Type1 

__ 

Medium 
Dark 
Olive 

Dark  Olive 
Ruddy 

lumbers  and  letters  refer  to  the  Hair  Chart  above. 
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1. 

Light  blonde 

2. 

Golden  blonde 

3. 

Dark  blonde 

4. 

Light  warm  brown 

5. 

Red 

6. 

Dark  auburn 

7. 

Brownette 

8. 

Brunette 

9. 

Black 

A. 

White 

B. 

Light  gray 

C. 

Dark  gray 

1  to  7 

A  and  B 

1  to  9 

A  to  C 

1  to  9 

C 

4,  6  to  9 

B  and  C 

6  to  9 

B  and  C 

1  to  7 

A  to  C 

FACIAL  BALANCE 


The  face  can  be  divided  into  approxi- 
mately equal  divisions,  three  of  height 
and  three  of  width,  for  the  purpose 
of  measurement. 


FACIAL  SHAPES.  Face  shapes  can  be  divided  into  seven  general  types  as  indicated  in 
the  diagrams  below.  When  necessary,  the  appearance  of  the  facial  shape  can  be  altered 
by  make-up  to  correct  any  faulty  sections  of  the  facial  balance. 


Oval:  This  is  the  ideal  shape. 
The  forehead  line  is  slightly 
wider  than  the  chin  line  and 
the  balance  of  the  face  is 
perfect. 


Triangle:  Irregular  hairline, 
wide  jawline,  narrow 
cheekbones,  close-set  eyes, 
make  this  type  different. 


Round:  Full  cheeks  and  jaw- 
line  and  often  a  rounded 
hairline  define  this  short- 
faced  type. 

Square:  The  short  face, 
straight  hairline,  wide  fore- 
head, square  jawline  and 
straight  cheekline  give  a 
square  appearance. 

Oblong:  A  long  face,  with 
squarish  but  narrow  con- 
struction and  often  with  a 
long  nose. 


Inverted  triangle:  This  type 
has  a  wide,  broad  forehead, 
wide-set  eyes,  a  narrow 
jawline  and  high  cheek- 
bones. 


Diamond:  A  narrow  fore- 
head, high,  prominent 
cheekbones  and  a  small, 
often  receding  chin  typify 
this  variety. 
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Tan  and  sallow  tones  can  occur  in  any  type  depending  on  expo- 
sure to  the  sun  or  perhaps  cases  of  illness. 


Eyes 

Although  there  are  some  prototypes,  such  as  blue-eyed  blondes 
and  brown-eyed  brunettes  in  the  Caucasian  race,  the  color  of  the 
iris  of  the  eyes  varies  in  all  hair  shades.  Brown  and  black  eyes  are 
almost  without  exception  (except  for  albinos)  present  in  the 
Mongoloid  and  Negroid  types.  Racial  mixtures,  however,  produce 
some  unusual  combinations  of  hair,  skin  and  eye  colors. 

EYE  COLORING 


Basic  Eye  Color 

Variety  or  Shade 

Blue 

Pale,  bright  or  dark  blue 

Gray 

Gray,  blue-gray,  green-gray 

Green 

Green,  blue,  yellow-green 

Brown 

Hazel,  light  brown,  dark  brown 

Black 

Black,  gray  and  brown  make-up  remain   the  same  except  for  very  light,  almost  imperceptible  changes 
in  tonal  value. 
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THE  TOOLS  OF  MAKE-UP 


New  or  improved  products  and  materials  are  constantly  being 
placed  on  the  market.  It  is  always  advisable  to  investigate  these 
and  determine  whether  or  not  they  may  be  more  suitable  for  certain 
needs  than  the  materials  which  are  described  herein. 

Summarized  list 

Familiarity  with  the  basic  make-up  materials,  products,  and 
supplies  is  essential  for  the  make-up  artist.  Here,  arranged  alpha- 
betically for  ready  reference,  is  a  concise  summary  with  brief 
definitions  of  the  "tools"  used  in  most  make-up  operations.  Some 
more  complicated  work,  such  as  might  occur  in  certain  character 
make-ups,  may  require  additional  and  more  specialized  materials. 
These  are  discussed  in  later  chapters.  (A  classified  list  of  suppliers 
of  make-up  materials  may  be  found  in  Appendix  F,  page  238.) 

ABSORBENT  COTTON.  For  removing  make-up  and  for  building  up 
features  in  connection  with  various  sealers,  spirit  gums  and  latices. 

ACETONE.  Solvent  used  for  cleaning  spirit  gum  out  of  net  and  gauze  hair 
goods  and  for  various  sealers. 

ADHESIVE  TAPE.  The  3-inch  size  is  handy  for  many  uses. 

ADHESIVES.  These  are  various  materials  used  to  adhere  hair,  latex,  plastic 
and  so  forth  to  the  skin.  (See  Adhesives  on  page  176.) 

ALCOHOL.  70  per  cent  isopropyl  alcohol  compound,  known  as  rubbing 
alcohol,  is  used  for  cleaning  adhesives  such  as  spirit  gum  from  the  skin.  99  per 
cent  isopropyl  alcohol  is  a  solvent  for  many  sealers. 

BANDOLINE.  A  viscous  liquid  used  for  setting  hair  stiffly  in  place. 

BLOOD.  Panchromatic:  a  deep,  brownish-red  artificial  blood  used  in  all 
black-and-white  processes. 

Technicolor:  a  bright  red  natural  blood-colored  liquid  used  to  simulate 
blood  in  color  film  processes. 

Color  TV:  a  shade  of  artificial  blood  numbered  C  3-146  by  Max  Factor  for 
color  TV. 

BRILLIANTINE.  Liquid  and  solid  glosses  for  the  hair.  The  solid  type  is 
easier  to  carry  in  the  kit. 

BRUSHES.  Red  sable  brushes  are  best  for  most  make-up  uses  as  they  have 
the  best  "spring"  or  resilience  in  their  bristles.  The  flat  type  are  the  most  useful. 
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"Brights"  have  shorter  hairs  and  are  better  for  lip  brushes.  Camel's  hair 
brushes  have  softer,  finer  hairs  than  sable,  while  bristle  brushes  used  for  oil 
painting  have  stiffer,  coarser  hairs.  Chinese  brushes  are  round  brushes  that 
come  to  a  fine  point  and  have  bamboo  handles.  They  come  in  bristle,  camel's 
and  sable  hair. 

Shading:  Nos.  5,  7,  and  12  flat  sable.  Lining:  Nos.  00  and  1  round  sable. 
Lipstick:  No.  4  flat  sable  (bright).  Spirit  gum:  large  size  Chinese  type  red  sable. 
Dry  rouge:  1-inch  flat  camel's  hair.  Mascara,  eyebrow  and  hair  dyeing  bristle 
brushes  are  also  useful.  Powder  brushes  are  optional  with  the  new  fine-ground, 
light  weight  powders  recommended  in  this  book. 

BUCKRAM.  Starch-stiffened  cloth  material  for  bases  in  wigs  or  heavy 
make-up  build-ups  in  character  work. 

BURNT  CORK.  A  material  used  for  minstrel  make-up  or  for  dirt  smudges 
in  battle  scenes,  fights,  etc.  Black  Pan-Cake  has  somewhat  replaced  this 
material. 

CARBON  TETRACHLORIDE,  This  strong,  volatile  solvent  is  used  as  a 
general  cleaner  for  clothing,  brushes,  etc.  Use  this  solvent  only  in  well  venti- 
lated rooms  and  avoid  getting  it  on  the  skin. 

CASTOR  OIL.  Used  for  thinning  out  rubber  mask  greasepaint  (mineral  oil 
used  in  regular  greasepaint  softens  latex  appliances),  and  as  a  plasticizer  for 
various  sealers. 

CLEANSING  CREAM.  Albolene  or  a  similar  cleansing  cream  for  re- 
moving grease  type  make-ups.  Some  liquid  cleansers  called  Clens  and  Removall 
not  only  remove  grease  bases,  but  also  spirit  gums,  latices  and  other  materials. 
They  do  not  leave  a  greasy  feeling  to  the  face  as  does  cleansing  cream. 

CLEANSING  TISSUES.  For  make-up  removal,  blotting  lipstick  and  many 
other  uses. 

CLOWN  WHITE.  For  clowns,  statuary,  dolls,  etc.  For  television  and  motion 
pictures  it  should  always  be  toned  to  slightly  off-white  with  a  light  base  color  to 
avoid  the  halo  or  "blooming"  effect  that  pure  white  has  a  tendency  to  produce. 

COLLODION.  Flexible  collodion  was  formerly  used  in  conjunction  with 
cotton  batting  to  build  up  features  in  special  character  make-ups.  It  dries  to  a 
rather  hard  film  and  has  been  replaced  by  the  more  flexible,  less  irritating-to- 
the-skin  sealers. 

Non-flexible  collodion  is  still  used  as  it  is  the  only  material  which  can 
actually  pucker  the  skin  for  certain  scars.  Collodion  can  be  diluted  with  a 
mixture  of  99  per  cent  alcohol  and  ether  if  it  thickens. 

COMBS.  Regular  barber's  type  combs  are  best  for  most  uses.  A  rat-tail 
comb  with  wide  teeth  is  often  useful  for  dressing  beards. 

COSMETIQUE.  This  is  a  wax  which  comes  in  black,  brown  and  white  and 
is  used  for  beading  the  eyelashes  for  a  heavy  eye  make-up.  A  bit  of  the  material 
is  melted  in  a  spoon  and  applied  to  the  lashes  with  a  toothpick.  It  is  seldom 
used  for  any  screen  make-up  but  is  often  used  on  the  stage. 

CREPE  HAIR.  Often  called  real  hair  crepe.  It  is  a  hair  goods  material 
which  comes  in  a  braid  and  is  used  for  making  beards,  etc.  (See  Hair  Goods  on 
page  202.) 

CURLING  IRONS.  Used  for  curling  hair  goods,  these  irons  must  be 
heated  in  a  special  stove  or  with  a  can  of  Stearno.  They  come  in  sizes  and 
shapes  for  specific  uses. 

ERASE.  Max  Factor's  Erase  is  a  very  opaque  grease  base  which  is  used  as 
a  blemish  cover. 

EXTENDER.  A  liquid  that  can  be  applied  over  or  with  Pan-Cake  to 
smooth  it  out  and  counteract  the  chalky  effect  that  Pan-Cake  has  on  some 
skin  areas  after  it  dries.  It  spreads  the  Pan-Cake  thinner  and  is  therefore 
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excellent  for  the  application  of  body  make-up.  (It  is  used  extensively  in  Twen- 
tieth Century  Fox  Studios.)  Max  Factor  makes  a  product  called  Retainer 
which  can  also  be  used  for  this  purpose. 

EYE  LOTION.  It  is  a  good  policy  to  have  some  eye  lotion  on  hand  to  soothe 
the  eye  in  case  mascara  accidentally  gets  in  the  eye.  It  is  also  good  for  general 
eyestrain. 

EYEBROW  PENCILS.  Wooden  covered  grease  pencils  used  for  drawing 
eyebrows,  eyelines  and  for  character  work.  They  come  in  black;  dark,  medium, 
and  light  brown;  dark,  medium  and  light  blue;  auburn,  maroon,  lake,  gray, 
green  and  white. 

Eagle  Draughting  pencils  are  also  excellent  for  drawing  eyebrows  on  black 
and  dark-gray  haired  people  when  a  softer  or  grayer  black  shade  is  desired. 

EYELASH  CURLER.  Used  for  curling  the  lashes  prior  to  the  application 
of  mascara  or  false  lashes.  Keep  the  rubber  curling  edges  clean  by  immersing 
the  curler  after  each  use  in  70  per  cent  alcohol. 

EYELASHES.  False  lashes  come  in  two  styles:  single  and  strip  lashes. 
Strip  lashes  are  made  in  single  weight  style  for  motion  pictures  and  television, 
and  in  two  double  weight  varieties  for  the  stage.  Single  lashes  must  be  attached 
one  at  a  time  with  special  adhesive  to  the  natural  lashes  then  trimmed  to  shape. 

Mehron  in  New  York  makes  an  excellent  grade  of  lashes.  Type  B  is  the 
thinner  or  single  weight  lash  while  types  A  and  AA  are  heavier  stage-type 
lashes.  They  come  in  brown  or  black,  but  black  is  best  for  most  purposes. 

EYESHADOW.  Grease  bases  which  come  in  a  variety  of  colors,  often 
called  lining  colors  or  liners.  Many  of  the  brighter  colors  are  obtainable  com- 
bined with  gold  or  silver  to  give  gloss  or  iridescence  to  the  color. 

FACE  POWDER.  For  setting  grease  or  greaseless  foundations  and  re- 
moving shine  from  make-ups,  Westmore  Tru-Glo  Finishing  Powder,  Max 
Factor  C3-238,  or  Technicolor  Special  No.  1  are  the  most  useful  types  as  they 
dull  the  shine  or  make-up  without  changing  its  basic  color.  Plain  white  talc 
can  be  used  for  color  television  make-ups  to  keep  the  colors  "cold".  White 
talc  is  also  useful  for  age  make-ups. 

Factor  27  Pancro  (for  women)  and  31  Pancro  (for  men)  powders  can  be 
used  for  quick  powder  make-ups  on  small  stages  or  for  extras  in  some  cases. 
The  regular  theatrical  powders  are  also  correct  for  use  with  any  greasepaint 
where  a  heavier  type  of  powder  is  best  to  absorb  the  oil  and  set  the  foundation. 
7R  is  a  very  useful  shade  for  this  purpose  for  most  make-ups. 

FISHSKIN.  Single  and  double  weight  animal  tissue  material.  Obtainable  in 
musical  instrument  repair  shops. 

FOUNDATIONS.  Unless  otherwise  noted  all  foundations  referred  to  are 
manufactured  by  the  Max  Factor  Company  as  they  make  the  only  standardized 
types  for  all  processes. 

Tube  greasepaint  is  seldom  used  any  more  in  motion  pictures  and  tele- 
vision, but  it  comes  in  a  variety  of  shades  for  the  stage  and  also  in  the  pan- 
chromatic series. 

Liquid  body  make-up  has  been  replaced  by  a  "wash"  of  Pan-Cake,  because 
it  is  easier  to  carry,  serves  more  purposes  and  does  not  streak.  Liquid  body 
make-up  is  used  only  when  special  shades  are  desired  which  are  not  made  in 
Pan-Cake. 

Rubber  Mask  greasepaint  is  a  heavy  grease  type  make-up  used  for  covering 
latex  appliances.  It  is  made  in  any  shade  on  special  order. 

Pan-Cake  is  a  water-applied  type  of  base  that  comes  in  a  cake  form. 

Pan-Stik  is  a  cream  type  of  greaseless  foundation  which  comes  in  stick 
form. 

Factor's  "N"  series  of  make-up  are  newer  than  his  "20"  series  and  are 
more  neutral  in  tone,  containing  less  orange-red.  Both  are  panchromatic 

33 


series  which  are  correct  for  use  in  any  of  the  black-and-white  mediums.  The 
symbol  "U"  or  "UU"  following  any  Factor  number  refers  to  unperfumed 
make-up  to  be  used  by  those  who  are  allergic  to  the  perfume  used  in  the 
regular  make-up. 

There  are  also  some  semi-liquid  types  of  base  such  as  the  series  of  colors 
made  by  Warner  Brothers  Studios  Laboratories  for  the  Warnercolor  process 
and  the  Hi-Fi  Max  Factor  series  of  street  make-up  colors. 

GAUZE  (silk).  This  material  is  used  for  wig  bases  and  stage  beard  and 
moustache  foundations. 

GELATINE  CAPSULES.  Filled  with  artificial  blood,  they  can  be  easily 
crushed  in  the  mouth  or  the  fingers  for  fight  scenes. 

GLYCERINE.  This  material  can  be  used  for  artificial  tears  when  placed  in 
the  corner  of  the  eye,  or  sprayed  on  the  face  to  simulate  perspiration.  It  is  also 
used  in  various  hair  coloring  formulas,  and  for  statuary  body  paint  mix  (see 
page  198). 

HACKLE.  A  multi-spiked  tool  which  is  clamped  to  a  bench  and  used  for 
combing  or  carding  skeins  of  hair. 

HAIR  COLOR  SPRAY.  Hair  color  sprays  in  sealed  pressure  type  cans 
come  in  gold,  silver,  black,  brown,  light  brown,  auburn,  blonde  and  red.  They 
wash  out  with  water.  The  silver  is  very  good  for  graying  hair  or  adding  high- 
lights. The  gold  can  be  used  to  add  highlights  to  brown  hair. 

HAIR  LACQUER.  Used  for  setting  a  hair  dress  in  place. 

HAIR  WHITENER.  For  graying  and  whitening  hair.  Factor's  Liquid 
Whitener  is  very  good,  but  often  looks  flat  unless  a  bit  of  aluminium  powder  is 
mixed  in  prior  to  use  to  give  it  highlights.  In  color  processes,  pure  white  gives  a 
bluish  effect  when  used  on  brown  and  black  hair  so  special  off-white  whiteners 
are  used.  (See  page  214  for  further  information.) 

LACE  OR  NET.  Lace  or  net  made  with  real  human  hair  is  seldom  used 
any  more  as  nylon  and  silk  nets  have  replaced  it.  This  material  is  used  as  a  base 
for  tying  hair  into  wigmaker's  knots  for  moustaches,  sideburns,  beards  and 
other  hair  pieces  besides  being  the  "blending"  edge  for  wigs. 

LATEX.  Pure  gum  rubber  in  liquid  form  which  air-dries  to  a  tough,  elastic 
material  for  prosthetics,  etc.  (See  pages  153-163  for  further  details  on  the  use 
of  latex.) 

LINING  COLORS.  See  Eyeshadows. 

LIP  GLOSS.  A  lubricant  shine  for  lipstick.  Seldom  used  except  for  creating 
sharp  reflectivity  on  the  lips  of  showgirls. 

LIP  POMADES.  These  are  a  soft  grade  of  lip  color  made  by  Max  Factor 
for  color  processes  that  come  in  flat  plastic  containers  rather  than  the  con- 
ventional lipstick  tube. 

LIPSTAE.  A  clear  lacquer  used  for  setting  lipstick  for  kissing  scenes. 

LIPSTICK.  Westmore,  in  his  regular  street  colors,  makes  an  excellent  range 
which  may  be  used  in  motion  pictures  and  television.  Max  Factor  also  has  street 
colors  of  lipstick  which  can  be  used  for  these  mediums.  Except  for  kissing  scenes 
where  durability  is  necessary,  the  kiss-proof  stain  type  of  lipstick  should  be 
avoided  as  it  is  not  only  impossible  to  change  the  color  tone  or  outline  of  the 
lips  once  it  has  set,  but  it  also  is  generally  drying  to  the  lips. 

MASCARA.  Cake  form  is  water-applied  with  a  small  mascara  brush. 
Comes  in  black,  brownish-black,  brown  and  blue;  also  obtainable  in  white, 
gray  and  green. 

Waterproof  liquid  type  called  Lashkote  is  excellent  for  bathing  scenes  or 
where  make-up  is  apt  to  get  wet  from  water  or  perspiration.  Comes  in  black 
and  brown. 
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Cream  type  in  the  tube  is  also  a  waterproof  variety.  Comes  in  black  and 
brown. 

METALLIC  POWDERS.  For  adding  brilliance  to  hair.  Metallic  powder 
comes  in  silver,  various  shades  of  gold,  copper,  green,  blue  and  dark  red.  There 
are  also  metallic  flakes  or  small  sequins  for  surfaces  which  require  more  reflect- 
ance. They  come  in  gold,  silver,  and  a  colored  mixture. 

MINERAL  OIL.  Sprayed  on  face  or  body  will  give  a  shine  to  the  skin.  Can 
also  be  used  to  simulate  perspiration. 

MODELLING  TOOLS.  Wooden  tools  are  used  for  modelling  and  sculp- 
turing in  clay  while  the  metal  ones  are  used  for  waxes  or  plaster.  They  come  in 
many  varieties  and  shapes. 

MORTICIAN'S  WAX.  See  Nose  Putty. 

MOULAGE.  Moulage  is  a  general  name  for  impression  materials  some  of 
which  can  be  remelted  and  re-used  (regular  hydrocolloids),  such  as  Negocoll, 
and  others  (known  as  non-reversible  hydrocolloids),  such  as  D-P  Elastic 
Impression  Cream,  which  are  alginate  non-reusable  materials.  (Seepage  148  for 
further  information.) 

MOUSSELINE  DE  SOIE.  A  fine  silk  net  material  used  for  face  lifts. 
Organza  de  soie  has  more  stretch  on  the  bias  and  is  useful  for  covering  eye- 
brows. 

MOUSTACHE  WAX.  For  curling  and  dressing  the  ends  of  moustaches  and 
beards.  Can  also  be  used  for  sticking  down  hairs  on  the  edge  of  the  hairline. 

NAIL  POLISH.  A  dark  red,  a  light  pink  and  a  clear  shade  are  good  items 
for  the  make-up  kit. 

NOSE  PUTTY.  A  not-too-easily  worked  wax  putty  formerly  used  exten- 
sively for  building  up  facial  features. 

Mortician's  Wax  is  used  in  the  same  way  but  has  a  softer  consistency.  Waxes 
are  only  used  for  temporary  build-ups  today  as  prosthetics  have  generally 
replaced  them.  Naturo  Plasto  Waxes  Firm  No.  1  and  Soft  No.  2  are  best. 

POWDER  PUFFS.  Lamb's  wool  puffs  are  good  as  they  can  be  used  both  as 
an  applicator  and  a  soft  brush.  Velour  puffs  are  stronger  and  may  be  used  for 
general  purposes.  The  4-inch  size  is  best. 

PROSTHETICS.  Artificial  features  constructed  of  latex,  plastics  and  other 
materials  for  adding  to  or  changing  the  natural  features.  (See  pages  153-195 
for  techniques  of  manufacture  and  application.) 

RAZOR  BLADES.  The  single  edge  type  are  best  for  sharpening  eyebrow 
pencils.  It  is  also  a  good  idea  to  carry  a  razor,  some  blades  and  shaving  soap  in 
the  kit  in  case  a  man  needs  to  shave  before  applying  make-up. 

RETAINER.  See  Extender. 

ROUGE.  Dry:  a  dry  cake  material  for  adding  color  to  the  cheeks.  Moist: 
a  cream  type  cheek  rouge  used  for  the  same  purpose. 

SCALP  MASQUE.  Don-Lee  Scalp  Masque  is  a  liquid  stain  for  touching  up 
bald  spots,  applied  directly  to  the  scalp.  Dark  and  medium  brown  are  the  most 
useful. 

SCISSORS.  Barber's  type  for  general  haircutting  and  trimming. 

Thinning  shears  are  also  useful  for  thining  out  rather  than  cutting  hair. 

Small,  curved  blade  scissors  made  for  surgical  use  are  best  for  trimming 
latex  and  plastic  appliances. 

Pinking  shears  for  trimming  the  edge  of  lace  hair  goods. 

SEALERS.  These  are  rapid  drying  liquid  plastics  used  to  form  tough  films 
or  coatings  over  latex,  wax  and  so  forth.  They  "seal"  the  surface  of  one  material 
(such  as  Mortician's  Wax)  which  would  be  affected  by  another  (such  as  a  grease 
base). 
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SOAP.  A  good  grade  of  face  soap  is  best  for  the  removal  of  Pan-Cake. 
Sponges  and  brushes  should  be  thoroughly  cleaned  with  soapy  water,  shampoo, 
or  one  of  the  liquid  detergents,  then  rinsed  in  clear  water  after  each  use. 

SPATULAS.  A  small  sized  flexible  one  for  mixing  and  blending.  A  stiff 
dental  spatula  is  best  for  mixing  plaster  and  alginate  mixes. 

SPIRIT  GUM.  An  adherent  for  hair  goods  to  the  skin.  Max  Factor  Adhesive 
is  the  best  of  this  type. 

SPONGES.  Natural  silk  type  for  Pan-Cake  make-up. 

Foamed  latex  for  rubber  mask  greasepaint,  Pan-Stik  or  any  other  oil  base 
foundations. 

Artificial  fine  grain  sponges  for  Pan-Stik  can  also  be  used,  but  they  are  not 
as  soft  as  the  foamed  rubber  type. 

Red  rubber  types  (coarse  and  fine)  for  stippling  effects. 

TOOTH  ENAMEL.  Black  for  blocking  out  teeth.  White,  light,  medium 
and  dark  in  tooth  colors  for  touching  up  gold  or  discolored  teeth.  It  dries  very 
fast,  even  when  kept  tightly  stoppered  in  the  bottle,  so  should  be  purchased 
just  prior  to  use. 

TOUPEE  TAPE.  A  two-sided  adhesive  tape  for  holding  hairpieces  to  the 
scalp  and  for  the  temporary  adhesion  of  beards,  moustaches,  etc.,  for  quick 
changes. 

TWEEZERS.  Eyebrow  type  for  plucking  stray  hairs. 

Long-handled  curved  surgical  type  forceps  for  handling  small  prosthetic 
appliances. 

VASELINE.  This  is  also  known  as  petroleum  jelly  and  can  be  used  for 
glossing  the  hair  or  eyeshadow  besides  acting  as  a  separator  for  many  castings. 

WAXES.  A  light  shade  of  Dental  Inlay  Wax  or  bleached  beeswax  is  excel- 
lent for  the  temporary  filling  of  spaces  between  the  teeth.  Black  Tooth  Wax  or 
Dental  (Black)  Carding  Wax  is  useful  for  blocking  out  teeth.  (See  also  Waxes  on 
page  180.) 

WIG  CEMENT.  (See  page  177.) 

WITCH  HAZEL.  This  can  be  used  as  a  general  astringent. 

WOOL  CREPE.  Also  called  crepe  wool.  It  is  sheep's  wool  which  has  been 
dyed  hair  shades  and  made  into  a  braid.  It  is  used  for  the  creation  of  beards, 
moustaches,  sideburns  and  so  forth.  (See  also  page  202.) 

In  addition  to  this  listing  there  are  many  other  materials  used  by 
the  make-up  artist,  but  they  are  special  laboratory  supplies  and  are 
seldom  needed  in  the  portable  kit.  Specialized  items  are  dealt  with 
later. 

Fluorescent  make-up 

Fluorescent  make-up  effects  can  be  accomplished  in  many  ways 
on  the  stage,  but  they  do  not  picturize  too  well  on  the  screen.  The 
best  effect  of  fluorescence  is  obtained  by  using  a  make-up  base  or 
powder  which  shines  brightly  under  specially  filtered  lights  and  does 
not  show  up  under  regular  incandescent  lighting  without  the  filter. 
This  filtered  light  is  often  a  very  deep  violet  tone  and  the  shooting 
set,  therefore,  is  quite  dark.  For  this  reason  the  video  level  is  so  low 
that  often  a  good  picture  cannot  be  transmitted  properly  on  tele- 
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vision.  Some  glow  effect  can  be  obtained,  but  it  is  not  as  pronounced 
as  it  is  on  the  stage. 

Phosphorescent  powders  do  not  require  special  lights  or  filters, 
but  exposure  to  bright  light  and  then  total  darkness  are  the  condi- 
tions necessary  for  them  to  phosphoresce  visibly.  However,  total 
darkness  is  required  for  this  effect  so  that  results  on  the  screen  are 
doubtful  and  erratic.  On  stage  it  works  quite  well. 

The  make-up  kit 

The  make-up  kit  is  the  artist's  tool  box  and  bag  of  tricks.  In  it  he 
must  have  all  the  materials  necessary  for  the  performance  of  his 
work.  With  the  exception  of  the  large  television  and  motion  picture 
studios  (and  in  some  cases,  even  in  those  too),  the  make-up  artist  is 
expected  to  furnish  his  own  kit  and  supplies  when  he  is  called  to 
work.  Each  artist  evolves  his  own  particular  system  of  work  and 
has  his  own  personal  preferences  as  to  brands,  containers  and 
materials  which  he  desires  to  use.  The  kit,  therefore,  becomes  a 
highly  individualized  collection  of  equipment  and  supplies. 

Certain  basic  supplies  are  necessary,  while  others  may  be  added 
as  their  need  arises.  Generally,  because  he  has  such  a  weight  of 
material  to  carry  anyway,  the  artist  tries  to  limit  the  amount  and 
variety  of  the  materials  to  suit  the  particular  job  that  he  is  about  to 
perform.  An  over-stocked  kit  becomes  a  very  heavy  one.  However, 
unless  the  materials  not  carried  are  readily  available  from  nearby 
sources,  a  full  kit  is  advisable  in  most  cases.  Most  make-up  artists 
carry  a  "little  of  each"  of  the  less  used  materials.  In  this  way  they 
are  prepared  for  the  emergencies  which  are  apt  to  arise. 

See  Appendix  E,  page  232,  for  a  complete  listing  of  make-up 
products  and  a  list  of  contents  of  a  typical  portable  make-up  kit. 
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STRAIGHT  AND  CORRECTIVE  MAKE-UP 


"Straight"  make-up  is  the  application  of  make-up  that  does  not 
attempt  to  change  the  age  or  appearance  of  the  actor  to  any  extent 
except  to  enhance  the  physical  aspects  of  charm,  heighten  the 
natural  color  of  the  face,  and  accentuate  the  expressive  features. 
However,  in  almost  every  case,  a  straight  make-up  involves  using 
corrective  principles  to  achieve  the  ideal  facial  balance,  contour  and 
coloration. 

Women 

Remove  street  make-up  with  cleansing  cream  or  the  like.  Wipe 
face  dry  with  tissues  or  a  towel  so  that  no  oil  remains  on  the  face. 
If  the  skin  is  naturally  oily,  an  astringent  can  then  be  used. 

The  Base 

The  application  of  the  base  is  the  first  step  in  make-up.  It  is  no 
longer  necessary  to  cold  cream  the  face  prior  to  the  application  of 
the  base.  A  dry,  grease-free  skin  provides  the  best  surface  to  work 
on.  Women  should  make  sure  that  the  hair  is  out  of  the  way.  Pinning 
it  back  under  a  towel  is  a  good  procedure  to  follow.  The  foundation 
or  base  covers  all  the  natural  blemishes  giving  a  smooth  surface. 

Pan-Cake  or  any  other  water-applied  cake  foundation,  is  best 
applied  with  a  moist  natural  silk  sponge.  Apply  over  the  face,  neck 
and  ears,  smoothing  the  material  out  so  that  it  does  not  streak.  Do  not 
try  to  "cake"  it  on,  but  rather,  spread  it  on  so  that  the  entire  surface 
will  be  a  solid  color.  For  people  with  oily  skins  a  half  and  half 
mixture  of  water  and  witch  hazel  is  sometimes  used  to  wet  the 
sponge.  It  is  not  really  necessary  to  powder  a  Pan-Cake  make-up, 
but  buffing  the  face  lightly  with  a  little  Westmore  Tru-Glo  Finishing 
Powder  or  Max  Factor  C3-238  powder  on  a  puff  will  bring  out  a 
more  natural  effect  for  close-ups. 
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APPLICATION    OF    PAN-STIK 


Pan-Stik,  slightly  swivelled  up  out  of  the 
case,  is  applied  to  the  face  with  broad 
strokes.  It  is  then  blended  to  a  smooth 
finish,  for  preference  with  a  damp  arti- 
ficial or  dry  foamed  latex  sponge. 


Pan-Stik,  or  any  other  cream-type  greaseless  foundation,  should 
be  blended  on  the  face  with  a  damp  artificial  or  dry  foamed  latex 
sponge  rather  than  the  natural  silk  type. 

Pan-Stik  makes  the  natural  sponge  rather  sleazy  after  a  short 
period  of  use,  while  the  artificial  or  foamed  sponges  with  their 
smaller  holes  do  not  absorb  as  much  material.  It  is  not  necessary  to 
have  an  artificial  sponge  as  moist  as  the  natural  type  for  Pan-Stik  so 
just  dampen  slightly.  Always  use  the  foamed  latex  type  dry.  To  use 
the  Pan-Stik,  swivel  it  up  out  of  the  case  until  the  make-up  material 
is  slightly  exposed,  then  apply  to  the  face  with  broad  strokes. 

The  Pan-Stik  is  then  blended  to  a  smooth  finish  with  the  sponge. 
Always  apply  this  base  sparingly  and  blend  it  carefully.  A  very 
natural  effect  will  result  if  well  blended.  Powder  and  remove  excess 
with  a  puff.  It  is  not  necessary  to  saturate  the  make-up  with  powder 
as  with  the  older  type  greasepaint  as  it  takes  very  little  powder  to 
dull  the  shine  of  Pan-Stik.  Both  Pan-Stik  and  Pan-Cake  can  be 
retouched  in  the  same  manner  as  their  application. 

Greasepaint  in  the  tube  is  seldom  used  professionally  any  more; 
however,  if  there  is  any  necessity  to  use  it,  or  a  variety  known  as 
Rubber  Mask  Greasepaint,  then  apply  it  as  follows.  Either  dab  the 
greasepaint  in  spots  over  the  face  and  blend  it  with  the  fingers 
moistened  with  water  or  apply  it  with  a  dry  foamed  latex  sponge. 
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Blend  very  carefully  as  this  material  is  much  stickier  than  Pan-Stik 
and  has  a  tendency  to  streak  after  the  powder  is  applied.  Always 
powder  greasepaint  copiously,  beating  the  powder  into  the  base 
with  firm  taps.  The  excess  can  be  removed  with  a  powder  brush  or 
worked  into  the  foundation  by  pressing  with  the  powder  puff. 

Highlights  and  Shadows 

A  highlight  is  a  shade  three  or  four  shades  lighter  than  the  base 
color,  and  a  shadow  is  three  or  four  shades  darker  than  the  base. 
Highlights  and  shadows  can  be  used  to  give  definition  to  the  features 
or  to  subdue  facial  features  which  are  out  of  normal  proportion  or 
color.  They  should  be  carefully  blended.  The  deepest  or  highest 
intensity  of  color  should  always  be  at  the  point  most  in  need  of 
contouring  or  correction,  and  the  edges  blended  into  the  base. 

The  ideal  face  is  oval  shaped.  That  is,  it  is  slightly  wider  at  the 
forehead  than  at  the  chin  line  when  faced  straight  on.  In  making 
corrections  keep  in  mind  the  picture  of  this  ideal  shape.  (See  page 
64  for  face  shape  charts.) 

When  using  Pan-Cake  apply  the  shadows  first,  then  cover  the  face 
entirely  with  base  color.  When  the  make-up  is  dry,  the  shadowed 
area  can  be  buffed  with  a  damp  sponge,  with  the  fingers,  or  a  powder 
puff  to  bring  out  the  shadow.  There  is  a  softer  appearance  to  the 
shading  when  the  shadows  are  applied  under  the  base  color.  How- 
ever, if  the  shadow  is  found  to  be  not  quite  dark  or  deep  enough, 
more  shading  color  can  be  added  carefully  with  a  damp  sponge. 
Brushes  are  sometimes  used  for  smaller  areas.  Most  highlights 
should  not  be  covered  with  base  color,  but  applied  after  the  base 
coat. 

With  Pan-Stik,  the  base  is  applied  first,  then  the  shadows  and 
highlights  are  added  and  blended  before  powdering.  Often  addi- 
tional shadow  and  highlight  areas  can  be  applied  with  Pan-Cake  on  a 
sponge  or  brush  over  Pan-Stik  after  it  has  been  powdered.  Even 
after  powdering,  Pan-Stik  can  be  retouched  with  additional  Pan- 
Stik,  because  the  Pan-Stik  does  not  have  a  greasy  surface  after 
application,  and  the  powder  is  very  light-weight. 

With  a  greasepaint  base,  however,  all  base,  shadows,  and  high- 
lights must  be  applied  before  powdering,  because  the  base  is  so 
oily  that  retouching  over  it  often  smears  the  make-up. 

Corrective  make-up  is  used  more  often  on  women  than  it  is  on 
men.  Square  jaws  and  heavier  facial  formations  rather  typify  the 
solid  male,  while  delicacy  of  features  seems  always  to  be  a  female 
characteristic.  However,  extremely  heavy  frontal  bones,  double 
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JAWLINE  SHADING.  Top  right:  Before 
shading.  Top  left:  After  shading.  Bottom: 
Profile  view  after  shading. 


chins  and  heavy  noses  can  be  minimized  with  shadow  on  men  as 
well  as  women.  Dark  circles  under  the  eyes  can  be  minimized  with 
highlight  for  men  also.  Remember  too,  that  even  a  seemingly 
perfect  face  will  require  some  corrective  make-up  because  of  the 
lighting.  This  is  especially  true  for  black-and-white  television  where 
everyone  must  wear  some  light-corrective  make-up.  That  is,  if 
they  are  to  look  natural  and  to  their  best  advantage. 

Less  shadowing  can  be  done  in  color  than  in  black-and-white 
mediums.  Jawline  shading  sometimes  looks  like  a  beard-line  in 
color.  Pre-picture  testing  is  very  important  when  there  is  any 
especially  corrective  or  character  make-up  being  used. 
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Prominent  or  square  jawlines  and  round  faces  require  shading. 
Carry  this  shading  slightly  over  and  under  the  jaw,  blending  off  the 
edges  carefully  into  the  base.  Always  powder  over  a  shadow  to 
soften  the  blend. 

At  times  a  face  is  found  to  be  too  thin  or  hollow  in  the  cheeks 
under  the  cheekbones.  Most  women  like  this  gaunt  effect,  but  if  it  is 
desired  to  make  the  face  appear  fuller  then  highlight  this  area  with  a 
shade  three  tones  lighter  than  the  base.  Also  powder  over  this  high- 
light to  soften  its  effect. 

Rouge 

The  cheekbone  area  can  be  lightly  rouged  with  Light  Technicolor 
Dry  Rouge,  if  desired,  for  black-and-white  mediums.  This  creates 
a  pleasing  rosy  glow  on  the  cheeks  without  affecting  the  picture  in 
black-and-white.  Dark  rouge  would  appear  as  a  smudge  as  it 
would  photograph  darker  than  the  base  in  a  gray  scale.  The  correct 
color  rouge  for  use  in  all  color  processes  can  be  checked  on  the 
charts.  (See  Appendix  B,  page  221.) 

Always  keep  the  rouge  line  high  and  well  blended  on  women. 
Do  not  let  it  come  under  the  eye  or  down  over  the  cheek  but  rather, 
keep  it  on  the  cheekbone  area.  It  should  be  kept  in  mind  that  cheek 
rouge  is  being  de-emphasized  and  its  use  cut  to  a  minimum  in  the 
"natural"  look  of  street  make-up  today.  Garish  and  bright  rouges 
are  seldom  seen  anymore.  Therefore,  remember  that  the  rule  of 
"just  a  little  more  than  street  make-up"  when  speaking  of  rouge 
does  not  mean  a  heavy  rouge  color.  Most  color  films,  and  certainly 
color  television,  need  a  minimum  of  rouge  color  to  look  natural. 

Dry  rouge  is  best  applied  after  Pan-Cake  application  or  after 
Pan-Stik  has  been  powdered.  Using  a  large  camel's  hair  brush, 
apply  in  a  circular  motion.  A  damp  sponge  can  also  be  used  when 
the  base  is  Pan-Cake.  Blend  in  carefully  with  a  little  base  color. 
Using  rouge  with  a  damp  sponge  will  give  more  color  than  if  it  is 
applied  with  a  dry  camel's  hair  brush.  It  is  a  good  policy  to  powder 
over  rouge  after  application  so  that  it  will  not  have  a  "hot"  appear- 
ance. 

Moist  rouge  is  used  with  Pan-Stik  before  powdering.  It  is  a  grease- 
base  type  so  should  not  be  used  with  Pan-Cake.  It  can  be  applied 
with  the  fingers  in  the  same  specified  areas  as  dry  cheek  rouge.  Moist 
rouge  is  powdered  over  when  the  rest  of  the  face  is  powdered.  That 
is,  after  the  application  of  base,  shadows  and  highlights  in  Pan- 
Stik,  the  face  is  rouged  with  moist  rouge  and  then  powdered.  If  the 
rouge  is  too  bright  after  powdering,  blend  in  a  bit  of  base  color 
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NOSE.  Top:  The  parts  of  the  nose.  Center  left:  The  end  or  the  tip  of  the  nose  is  shaded 
if  the  nose  is  too  long  or  drooping.  Center  right:  A  light  tone  down  the  bridge  and  shadow 
on  the  sides  to  form  a  straight  wall  will  make  a  wide  nose  appear  narrower.  Bottom 
left:  If  the  end  of  the  nose  is  too  wide  or  heavy  it  should  be  shaded,  keeping  the  shadow 
away  from  the  sides  of  the  nose.  Bottom  right:  Shadow  and  highlight  can  be  used  to 
seemingly  straighten  the  appearance  of  noses  which  are  broken  or  misshapen. 


Pan-Stik  and  re-powder.  If  the  color  is  not  quite  heavy  enough,  go 
over  the  area  with  a  dry  rouge  of  the  same  shade. 

The  Nose 

The  nose  is  approximately  one-third  the  length  of  the  face,  and 
its  sides  form  a  wall  which  govern  its  width  and  shape. 

Corrections  as  to  shape  can  be  made  by  shadows  and  high- 
lights as  follows  for  various  types  of  noses. 

If  the  nose  is  too  long  or  if  it  droops,  the  end  or  the  tip  is  shaded. 
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If  too  wide,  a  light  tone  down  the  bridge  and  shadow  on  the  sides 
to  form  a  straight  wall  will  make  the  nose  appear  narrower. 

If  the  end  is  too  heavy  or  wide  it  should  be  shaded,  keeping  the 
shadow  away  from  the  sides  of  the  nose. 

Broken  or  misshapen  noses  can  also  be  minimized  with  shadow 
and  highlight.  This  will  give  the  appearance  of  a  straighter  nose. 

To  create  the  effect  of  drooping,  wide,  pug  or  broken  noses  in 
character  work,  highlight  is  used  where  the  shadow  is  used  in 
correction  work.  This  will  accent  rather  than  minimize  the  effect. 

The  Eyes 

The  eyes  are  the  most  important  and  mobile  features  of  the  face. 
They  express  human  emotions  such  as  anger,  sadness,  fear,  thought, 
cunning,  imbecility,  strength  and  many  others.  Eyebrows,  too,  are  a 
part  of  this  descriptive  expression  and  are  varied  in  shape,  size, 
color  and  growth  to  suit  the  character  or  personality  of  the  person. 

The  area  between  the  brows  where  the  nose  meets  the  frontal 
bone  controls  the  appearance  of  the  distance  between  the  eyes.  If 
this  area  is  too  wide  it  can  be  cut  down  by  shadowing  the  inside  area 
of  the  eyesockets  near  the  corners,  and  carrying  the  shadow  slightly 
over  the  edges  to  form  a  new  line. 

If  this  area  is  narrow,  that  is,  the  corners  of  the  eyes  are  sunken 
in  rather  than  prominent,  then  this  area  should  be  highlighted. 

The  bone  directly  over  the  eyes  is  termed  the  frontal  bone.  Be- 
cause women  pluck  their  brows,  this  frontal  bone  is  often  more 
apparent  on  them  than  on  men,  where  it  is  often  covered  with  a 
heavy  growth  of  brow  hairs.  If  this  bone  structure  is  prominent  it 
will  pick  up  a  highlight  in  overhead  lighting,  so  it  should  be  sha- 
dowed with  a  shade  of  color  three  shades  darker  than  the  base. 

The  area  under  the  eyes  should  be  lightened  to  cover  the  natural 
shadows  and  to  correct  and  compensate  for  the  additional  shadows 
created  by  overhead  lights.  This  is  most  important  on  television. 
Blend  the  edges  of  this  highlight  carefully,  being  certain  not  to 
extend  it  too  far  downward  over  the  cheeks  thereby  highlighting  a 
possibly  already  prominent  cheekbone.  This  highlighting  can  be 
done  with  a  IN  Pan-Stik  prior  to  the  application  of  any  base.  The 
color  should  be  blended  over  the  dark  areas  and  then  powdered. 
After  this,  the  base  can  be  applied  and  completed.  If  more  high- 
light is  desired  after  the  make-up  is  completed,  correction  can  be 
made  with  IN  Pan-Cake  applied  with  a  moistened  shading  brush. 

Eyeshadow  is  a  grease-base  material  often  called  lining  color  or 
liner  which  is  used  to  shadow  the  eyelid.  There  is  a  difference 

44 


eyebrow 

frontal  bone  area 
inner  corner 
crow's  feet ►  C^SSP^  ^JaTi  eyelid 


pupil 

under  eye  area 

circle  under  eye 


m& 


^0^<S 


THE  EYES.  Top:  Parts  of  the  eye  area.  Center:  If  the  area  between  the  brows  is  too  wide, 
it  can  be  made  to  appear  narrower  by  shadowing  the  inside  area  of  the  eye  sockets  near 
the  corners  and  extending  the  shadow  slightly  over  the  edges.  Bottom:  If  the  area 
between  the  brows  is  too  narrow,  highlight  the  eyesockets  near  the  corners. 


between  eye-shading  and  eyeshadow.  Eye-shading  on  the  frontal 
bone  area  below  the  eyebrow  is  done  with  a  shade  of  foundation 
color  three  shades  darker  than  the  base,  as  pointed  out  above. 

Eyeshadow 

Eyeshadow  is  a  color  used  to  frame  the  eye  and  is  generally  used 
only  on  the  eyelid  area.  However,  in  some  cases  of  character, 
period  or  weird  make-ups,  the  eyeshadow  color  is  used  over  the 
entire  area  between  the  eye  and  the  brow  (see  illustrations  of  witches 
on  pages  138-139). 

Eyeshadow  is  best  applied  with  a  No.  5  flat  sable  brush  and  placed 
from  the  lashline  on  the  upper  lid,  where  it  is  heaviest  and  darkest, 
then  blended  outwards  and  upwards  to  the  fold  in  the  eyesocket. 
Do  not  extend  the  eyeshadow  into  the  socket  as  this  will  sink  the 
eye  too  much. 

Eyeshadow  comes  in  many  shades  of  brown,  blue,  green,  purple 
and  gray  besides  gold  and  silver,  plain  and  in  combinations  of  the 
various  colors.  Max  Factor  Blue-gray  No.  6  is  versatile  for  many 
uses,  but  other  shades  can  be  used  for  some  color  mediums.  665-R 
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FRONTAL  BONE.  If  the  frontal  bone  is  prominent  it  will  pick  up  a  highlight  in  over- 
head lighting  (top),  so  it  should  be  shadowed  three  shades  darker  than  the  base  (bottom). 

Pan-Stik  is  sometimes  used  for  a  warm  brown  eyeshadow  in  some 
color  film  processes. 

Only  prominent  eyelids  require  shading  for  black-and-white 
television,  because  the  overhead  lighting  has  a  tendency  to 
shadow  the  eyesocket  in  any  case.  In  black-and-white  motion 
picture  make-up,  eyeshadow  is  almost  always  required.  Color 
films  accentuate  all  colors  to  such  a  degree  of  intensity  at  times  that 
eyeshadow  should  be  used  very  sparingly  in  most  cases.  More  and 
brighter  shades  of  eyeshadow  can  be  used  for  color  television  as 
bright  lining  colors  in  the  shades  used  for  eyeshadow  have  a 
tendency  to  wash  out  in  medium  and  long  shots  to  a  great  degree. 

Eyelines 

Evelines  drawn  close  to  the  lashes  add  frame  lines  to  the  eyes 
which  accentuate  the  lashes  and  strengthen  the  shadow  created  by 
the  eyeshadow  color.  Brown  is  best  on  the  lower  lash  line,  while 
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UNDER-EYE  AREA.  The  area  under  the  eyes  usually  has  natural  shadows  (top).  This 
area  is  lightened  to  compensate  for  additional  shadows  cast  by  overhead  lights  (bottom). 


black  is  used  on  the  upper  lash  line.  Instead  of  black  on  the  upper 
lash  line  blue  is  sometimes  used  in  black-and-white  television  to 
give  a  softer  effect  or  if  the  television  show  is  done  on  a  stage  with  a 
live  audience.  This  small  amount  of  color  will  brighten  the  eye  for 
the  live  or  studio  audience  without  affecting  the  television  picture 
for  the  home  viewers,  and  is  most  pleasing  if  used  on  musical  shows 
where  color  and  brightness  are  part  of  the  mood  of  the  production. 
Even  colored  eyeshadows  can  be  used  on  the  dancers  where  the 
television  theatre  is  large. 

The  lower  lash  line  starts  about  half  way  in  from  the  end  of  the 
eye  and  continues  outward,  extending  in  the  same  curved  direction 
for  about  a  quarter  of  an  inch.  The  upper  line  is  drawn  as  close  to 
the  lashes  as  possible  from  the  corner  of  the  eye  to  the  outer  end  of 
the  eye.  There  it  should  extend  and  meet  the  curve  of  the  lower  line. 
The  very  outer  edge  of  the  upper  line  should  blend  in  with  the 
lower  line  to  produce  a  smooth,  well  blended  curve.  These  lines 
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EYEBROWS  AND  EYELINES.  Top  left:  Proportions  of  the  eyebrow  relative  to  the 
eye.  Top  center:  Raising  the  eyebrow  and  thinning  it  out  makes  the  eye  appear  smaller. 
Top  right:  Lowering  and  strengthening  the  eyebrow  makes  the  eye  appear  larger. 
Bottom  left:  The  lower  lash  line.  Bottom  right:  The  upper  lash  line. 


can  be  applied  with  well-sharpened  eyebrow  pencils  or  small  round 
sable  brushes  (No.  1  round)  which  have  been  dipped  in  liquid 
waterproof  mascara.  This  latter  method  is  excellent  for  those 
problem  eyes  where  the  line  smears  when  a  grease  pencil  is  used. 
For  close-ups  and  extreme  close  shots,  the  eye  make-up  must  be 
blended  very  carefully.  Often  in  such  close  positions  in  motion 
pictures,  a  brown  line  is  used  only  on  the  upper  lash  line  with  very 
little  eyeshadow  and  eyelash  make-up.  This  is  an  individual  pro- 
blem which  must  be  discussed  with  the  director  and  cameraman  for 
best  results. 

Eyebrows 

The  eyebrows  are  very  important  features  of  the  face,  too — highly 
individualized  and  with  many  styles,  designs,  shapes,  and  colors. 
Every  year  the  fashion  arbiters  seem  to  foster  another  new  and 
revolutionary  eyebrow  for  women.  However,  for  straight  make-up 
we  will  discuss  only  the  normal  brow  and  how  it  is  best  made-up  for 
television  and  motion  pictures. 

The  eyebrow  starts  directly  over  the  inner  corner  of  the  eye  and 
continues  upward  for  approximately  two-thirds  or  three-quarters 
the  length  of  the  eye  (depending  on  the  conformation  of  the  face  and 
eyesocket).  Here  the  hairs  come  to  a  slight  point  and  then  their 
growth  changes  to  an  outward  direction,  continuing  until  the  brow 


EYEBROWS  (opposite).  Various  eyebrows,  made-up  on  the  same  face,  showing  the 
effect  of  the  brow  on  the  entire  eye  area.  Top:  The  natural  arch.  Upper  center:  A  straighter 
brow.  Lower  center:  Low  and  wide  brow.  Bottom:  Wide  brow  but  with  a  higher  angle. 
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ends  on  a  line  about  one  half  inch  beyond  the  outer  end  of  the  eye. 
The  brow  should  never  be  permitted  a  droop  at  the  end,  but  should 
continue  in  a  smooth  outward  line.  Stray  brow  hairs  should  be 
plucked  to  keep  the  browline  neat. 

To  make  the  eyes  appear  to  be  smaller,  raise  the  brow  and  thin 
it  out.  Start  drawing  the  lower  lash  line  close  to  the  eye  from  a  point 
two-thirds  in  from  the  outer  end  of  the  eye,  and  do  not  extend  the 
lining  at  the  outer  corner  as  far  as  usual. 

To  make  the  eye  appear  to  be  larger,  lower  and  strengthen  the 
brow.  Eyelining  can  be  done  slightly  away  from  the  lower  lash  line 
from  a  point  only  about  one-third  in  from  the  outer  corner  of  the 
eye  and  extended  at  the  outer  ends  slightly  more  than  usual.  Often 
a  fine  line  of  white  greasepaint  or  clown  white  drawn  inside  the 
lower  lash  line  helps  to  open  up  small  eyes.  Do  this  very  carefully 
otherwise  the  eyes  will  appear  puffy. 

Above  all  use  sharp  pencils  for  eye  lines  and  eyebrows.  Stubby, 
rounded  pencils  are  of  no  use  as  they  produce  heavy  smudgy  lines 
thereby  ruining  the  desired  effect.  Wooden  pencils  are  best  and  they 
should  be  kept  sharp  with  a  single  edge  razor  blade.  The  point  on 
the  pencils  should  be  kept  long  so  that  the  pencil  point  can  be  used 
sideways  rather  than  up  straight.  In  this  manner,  the  fine  is  laid  on 
rather  than  scratched  on.  Avoid  using  the  so-called  automatic  or 
self-sharpening  pencils  as  they  are  too  soft  to  keep  a  good  point. 

Mascara 

When  applying  mascara,  color  only  the  upper  lashes,  not  the 
lower.  Mascared  lower  lashes  create  an  unwanted  shadow  under  the 
eye.  Black  mascara  is  used  in  almost  all  cases  except  for  close-ups 
in  color  film  processes  where  dark  brown  or  blackish-brown  is 
preferable  for  blondes. 

To  apply  mascara,  have  the  subject  close  her  eyes,  then  with  the 
forefinger  of  one  hand  spread  the  lashes  out  by  stretching  the  eyelid 
on  the  outer  corner.  This  will  prevent  the  lashes  from  becoming 
stuck  together  with  the  mascara  and  will  allow  the  color  to  be 
brushed  on  to  the  individual  lashes.  Brush  on  the  color  with  up- 
ward strokes  in  the  direction  of  the  natural  curl  of  the  lash.  The  best 
method  of  application  is  to  dip  the  mascara  brush  in  water,  then 
rub  it  on  the  mascara  cake  till  the  brush  becomes  loaded  with  color. 
Take  care  that  the  brush  is  not  too  wet  when  it  is  applied  to  the 

EYE  MAKE-UP  (opposite).  Top:  Without  make-up.  Upper  center:  After  application  of 
eyeshadow  and  shading  and  treatment  of  the  eyebrow.  Lower  center:  After  addition  of 
eyelines.  Bottom :  The  finished  eye  after  application  of  mascara. 
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CUTTING  FALSE  LASHES.  Top  left:  The  uncut  lash.  Top  right:  The  lash  cut  into  two 
halves  and  the  two  pieces  cut  on  an  opposite  diagonal.  Bottom:  Applying  Duo  Adhesive. 


lash  or  the  mascara  will  run  into  the  eye.  Keep  eye  lotion  handy  just 
in  case  this  happens. 

Liquid  mascara  comes  with  its  own  applicator  and  does  not 
require  a  brush.  Apply  it  by  stroking  the  lashes  with  the  applicator 
in  the  same  manner  as  with  the  brush.  Tube  mascara  is  applied 
with  a  brush  also.  Simply  squeeze  out  a  small  portion  on  to  the 
brush,  wipe  the  excess  with  cleansing  tissue  and  then  apply. 

If  the  lashes  are  not  sufficiently  curved  naturally,  an  eyelash 
curler  should  be  used  before  applying  the  mascara.  Before  use, 
always  check  to  make  sure  that  the  rubber  guards  are  on  the  curler 
as,  if  they  are  defective,  the  sharp  edges  of  the  metal  will  clip  off 
the  lashes  at  their  base. 

False  Lashes 

False  lashes  may  be  applied  if  the  subject's  own  lashes  are  not 
long  enough  or  are  too  sparse.  A  type  B  lash  in  black  is  suitable  for 
most  television  and  motion  picture  work.  This  product  comes  with 
two  lashes  in  a  box,  but  each  of  the  lashes  when  cut  in  the  middle  is 
long  enough  for  a  pair.  Take  one  lash  out  of  the  box  at  a  time  as  the 
small  retainer  string  keeps  some  of  the  curl  in  the  unused  lash,  and 
cut  this  lash  in  the  center.  Then  cut  the  two  pieces  on  an  opposite 
diagonal  so  that  the  inner  ends  will  be  about  one  quarter  of  an  inch 
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EYELASHES.  Top:  The  natural  eyelash.  Center:  The  type  B  lash,  suitable  for  most  tele- 
vision and  motion  picture  work.  Bottom:  The  heavier  type  A  lash, suitable  for  dancers 
who  are  not  in  extreme  close-up.  False  lashes  should  be  gummed  closely  to  the  natural 
upper  lash  line  and  extend  slightly  into  the  curve  of  the  drawn  upper  eyeline. 
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long  and  the  outer  ends  about  one  half  an  inch  long.  Use  the  heavier 
curved  end  on  the  outer  part  of  the  subject's  lash  and  adhere  to  the 
skin  with  Duo  Adhesive.  When  adhering  false  lashes  make  certain 
that  they  are  gummed  closely  to  the  natural  upper  lash  line  and 
extend  slightly  into  the  curve  of  the  upper  eyeline  previously  drawn 
on. 

False  lashes  seldom  need  mascara  as  they  are  heavy  enough  and 
dark  enough  in  themselves  to  create  just  the  proper  amount  of 
shadow  necessary  to  make  the  eye  appear  most  beautiful.  Type  A 
and  AA  lashes  are  much  heavier  than  type  B  and  appear  very  dark 
on  the  screen.  They  can  be  used  for  dancers  who  are  not  in  extreme 
close-up  or  when  false  lashes  must  be  "gagged"  to  appear  false. 

The  Lips 

Lipstick  is  applied  with  a  No.  3  flat  (bright)  sable  hair  brush  and 
blotted  with  tissue  so  that  the  excess  is  removed.  Some  make-up 
artists  use  Chinese  brushes  for  lipstick,  but  they  are  difficult  to  clean 
for  re-use.  All  lip  brushes  should  be  cleaned  in  cleaning  fluid  and 
alcohol  after  use.  This  not  only  cleans,  but  sterilizes  the  brushes 
prior  to  their  subsequent  use. 

There  are  three  general  types  of  liplines — the  1  /3,  the  1  /2  and 
the2/31ipline. 

The  1/3  lipline  has  a  deep  cupid's  bow  and  is  upswept  on  the 
outer  ends  in  a  concave  curve  on  the  upper  lip.  The  lower  lip  is 
rather  full  and  often  not  painted  to  the  extreme  corners.  This  is  the 
line  used  in  one  variety  or  another  by  most  fashion  models  who  do 
not  smile  in  their  pictures.  When  the  mouth  is  opened  for  a  smile 
the  upper  lipline  flattens  out  and  is  too  straight  or  thin  in  appear- 
ance. 

The  1/2  lipline  is  the  most  flattering  one  for  all  purposes,  be- 
cause it  has  balanced  upper  and  lower  contours.  The  height  of  the 
upper  lip  is  halfway  between  the  outer  corner  of  the  lip  and  the 
cupid's  bow.  The  cupid's  bow  in  this  lipline  is  flatter  and  less  pro- 
nounced. The  height  of  the  upper  lip  at  the  halfway  point  is  equal 
to  the  height  of  the  lower  lip  at  the  same  point  directly  below  it. 
Whether  at  rest  or  smiling  the  mouth  will  appear  best  with  this  shape 
of  lipline. 

The  2/3  lipline  is  used  mostly  for  smiling  still  poses  or  on  the 
musical  stage  for  singers.  It  makes  the  smile  cheerful  and  broad, 
and  does  not  flatten  the  upper  lip  when  the  mouth  is  opened.  Its 
highest  point  is  two-thirds  the  distance  from  the  outer  edge  of  the 
lip  to  the  cupid's  bow.  The  cupid's  bow  is  flatter  than  the  1/2 
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UPLINES.  Top  left:  One-third  lipline.  Top  right:  One-half.  Bottom:  Two-thirds  lipline. 


lipline  and  spreads  wider.  Do  not  over-emphasize  the  2/3's  height 
too  much  or  the  lips  will  become  distorted  and  droop  at  the  corners. 
The  straight  smear  with  no  cupid's  bow,  the  thinly  drawn  slash, 
and  the  terribly  overpainted  2/3  lipline  have  no  place  in  the  natural 
make-up  of  today.  They  are  unflattering,  to  say  the  least. 


Men 

Prepare  the  face  by  shaving  closely  and  rinsing  the  face  carefully. 
Dry  thoroughly  and  use  aftershave  lotion  if  desired. 

The  Beardline 

The  beardline  should  be  covered  with  a  Pan-Stik  which  is  two 
shades  lighter  than  the  base  and  powdered  before  application  of  the 
base  when  making-up  for  black-and-white.  In  color  film  processes, 
unless  the  beard  is  extremely  dark,  simply  cover  the  entire  face  with 
base  color  and  blend  in  smooth.  For  naturalness,  a  slight  tone  of 
beardline  should  be  apparent;  men  with  dark  hair  look  rather 
"painted"  when  the  beardline  is  completely  obliterated  with  make- 
up. Cover  completely  in  accordance  with  the  chart  for  color  tele- 
vision (see  page  223). 

A  good  beard  cover  can  be  made  by  melting  together  one  tube 
of  white  Pan-Stik  with  half  a  tin  of  light  Cinecolor  moist  rouge  and 
pouring  the  hot  mixture  back  into  the  Pan-Stik  container  for  a 
dispenser.  This  will  produce  a  pale  orange  base  which  combats  the 
blueness  of  the  beard  line  coloration  effectively.  More  white  added 
will  also  produce  an  excellent  hair  graying  color  for  dark  hair. 
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BEARDLINE  COVER 


The  beardline  is  covered  with  a  Pan-Stik 
two  shades  lighter  than  the  base  and 
powdered  before  application  of  the  base 
when  making-up  for  black-and-white. 
For  a  natural  effect,  a  slight  tone  of 
beardline  should  be  apparent. 


General  Make-Up 

If  necessary,  the  frontal  bones,  chinline  and  nose  can  be  shaded, 
and  the  area  under  the  eyes  lightened  in  the  same  manner  as 
described  in  the  previous  section  on  women's  make-up.  Brush  the 
brows,  but  do  not  darken  unless  they  are  extremely  light.  Mascara 
the  lashes  only  if  they  are  very  light  blonde,  and  do  not  use  any  eye- 
shadow unless  the  lid  is  very  prominent.  Do  not  line  the  eyes.  In 
black-and-white,  rouge  is  not  necessary  on  men.  In  color,  follow 
the  charts. 

Men's  ears  must  often  be  darkened  in  black-and-white  television 
as  they  have  a  tendency  to  catch  light  and  show  up  prominently. 
Use  a  color  two  shades  darker  than  the  base  for  this  purpose.  Un- 
less the  lips  are  small  and  colorless,  do  not  apply  lipstick.  In  many 
cases  where  the  lips  are  dark,  the  base  should  be  extended  over  the 
lips  to  deaden  their  redness.  This  is  especially  true  in  color  tele- 


HAIRLINES  (opposite).  Top:  Before  and  after  pencilling  in  a  hairline.  Center:  Before  and 
after  using  Scalp  Masque  on  a  bald  spot.  Bottom:  Before  and  after  addition  of  small  hair- 
pieces to  augment  hairline;  these  are  applied  prior  to  make-up  base. 

56 


57 


vision  where  all  reds  are  heightened.  If  they  do  require  color,  use 
the  shade  indicated  on  the  charts.  Wipe  off  most  of  the  lipstick  until 
very  little  color  remains. 

Hairlines 

Thin  hairlines  can  be  edged  in  with  a  mixture  of  black  and  brown 
pencil  for  brunettes  and  an  auburn  or  light  brown  pencil  for 
blondes.  Also  graying  hair  at  the  temples  can  be  colored  with  pencil 
or  mascara.  Thin  spots  on  the  scalp  can  be  darkened  with  Don-Lee 
Scalp  Masque  to  give  the  effect  of  more  hair  and  prevent  the  white- 
ness of  the  scalp  from  shining  when  the  lights  hit  it.  Small  hair  pieces 
are  advisable  to  build  up  the  hairline  if  it  is  thin  or  receding.  These 
are  applied  prior  to  any  make-up  base,  and  are  best  adhered  to  the 
head  with  adhesive.  As  they  are  small  they  do  not  require  toupee 
tape  and  are  combed  into  the  rest  of  the  hair  until  they  blend  in 
perfectly.  These  can  be  made  by  any  good  wigmaker. 

If  the  forehead  is  extremely  high,  it  is  often  necessary  to  shade 
the  area  close  to  the  hairline  extending  the  shading  in  a  blend  down 
the  forehead  for  about  an  inch.  This  shading  will  minimize  the 
reflectivity  of  this  area  and  give  the  effect  of  a  better  facial  balance. 

Children 

Children  seldom  require  make-up  for  black-and-white  processes 
and  very  little  for  color.  Their  own  natural  coloration  is  best,  except 
for  the  addition  of  a  little  highlighting  at  times  under  the  eyes. 
Sometimes  their  brows  must  be  darkened  slightly.  Freckles  are 
often  a  part  of  the  character  of  a  child  but  if  they  must  be  covered, 
use  3N  or  4N  Pan-Stik,  then  buff  the  face  lightly  with  powder. 
If  they  are  very  light  skinned  and  look  washed  out,  3N  or  4N  Pan- 
Stik  for  girls  and  5N  for  boys  is  best  for  all  mediums. 

Common  faults  in  applying  make-up 

Some  of  the  common  faults  which  should  be  avoided  are : 

1 .  Failure  to  carry  the  make-up  to  the  hairline. 

2.  Omission  of  make-up  from  the  ears,  neck  and  back  of  neck. 

3.  Forgetting  to  make-up  the  hands  and  arms. 

4.  Over  making-up  by  the  application  of  too  much  base,  shadow,  highlight, 
rouge  or  so  forth. 

5.  Trying  to  paint  out  every  natural  line  with  highlight.  In  television,  some 
newscasters  and  panelists  can  have  this  done  because  they  are  always  seated  and 
hardly  change  their  positions.  However,  on  dramatic  television  shows  where 
the  actor  is  constantly  changing  his  position,  this  highlight  does  not  accomplish 
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STILL  PHOTOGRAPHY.  Top  left:  With- 
out make-up.  Top  right:  With  a  straight 
make-up  in  flat  lighting.  Bottom:  Studio 
portrait  with  the  same  straight  make-up. 
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the  same  result.  It  becomes  an  unnatural,  strong  highlight  when  the  actor  is 
seen  in  profile,  accenting  the  facial  area  to  the  extent  that  it  produces  a  line 
where  it  is  least  desirable.  A  very  thin  undercoat  of  a  pale  shade  of  base  or  Max 
Factor's  Erase  can  be  applied  prior  to  the  application  of  the  regular  base  shade 
to  minimize  somewhat  the  deepness  of  the  shadow.  It  is  using  the  highlight 
over  the  base  that  gives  an  undesirable  effect  in  most  cases. 

6.  Removing  all  the  shine  from  a  man's  make-up.  Try  to  keep  a  natural  skin 
shine  on  the  face  by  buffing  the  make-up  with  a  damp  sponge  or  almost  dry 
puff  rather  than  powdering  down  to  as  mat  a  finish  as  a  woman's  make-up. 

Make-up  removal 

Removal  of  Pan-Cake  make-up  is  best  done  with  soap  and  warm 
water.  Pan-Stik  or  other  cream  foundations  are  removed  best  with 
cleansing  cream  or  cleansing  liquid.  The  greasy  effect  of  some  creams 
can  be  overcome  by  using  a  mild  astringent  before  the  application 
of  street  make-up  by  women.  Men  may  use  an  aftershave  lotion  in 
the  same  way.  Spirit  gum  and  Max  Factor  Adhesive  may  be  re- 
moved from  the  skin  with  70  per  cent  rubbing  alcohol  and  the  area 
softened  with  cleansing  cream.  Clens  and  Removall  will  also  remove 
spirit  gum  effectively. 

Still  photography 

Professional  still  photographers  are  able  to  retouch  photographs 
to  a  great  extent.  Color  correction  in  development  and  printing  can 
also  be  done  to  obtain  natural  flesh  tones.  Because  of  these  factors, 
make-up  is  seldom  used  on  male  models.  Women's  make-up  is 
lighter,  and  only  slightly  different  from  the  previously  recom- 
mended straight  motion  picture  make-up.  If  make-up  on  men  is 
desired,  use  the  same  shades  as  recommended  on  the  Kodachrome 
chart  for  color  and  those  on  the  black-and-white  chart  for  pan- 
chromatic film.  (See  pages  222  and  223.) 

Make-up  for  professional  female  models  can  be  broken  down 
into  two  general  categories : 

Illustration  and  magazine :  this  can  be  almost  street  make-up  with 
slight  accents  around  the  eyes.  The  type  which  is  fresh,  healthy  and 
beautiful  is  in  this  category  as  are  most  bathing-suit  type  photographs . 

High  fashion  or  fashion  shows:  make-up  for  the  women  doing 
this  type  of  modelling  is  of  a  slightly  different  character.  Heavier 
black  eyelines  and  mascara  on  the  upper  lash  line,  definite  eye- 
shadow colors,  the  one-third  lipline,  light  shades  of  base  and  ultra- 
sophisticated  hair  styles  are  recommended.  The  same  correction 
principles  for  the  face  can  be  used  in  still  as  well  as  motion  picture 
photography  providing  the  lighting  complements  the  effect. 
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CHARACTER  MAKE-UP 


Character  make-up  is  the  application  of  make-up  to  change  the 
appearance  of  a  person  as  to  age,  race,  characteristics,  or  facial 
form. 

The  change  may  be  in  any  one  of  those  elements  or  a  combination 
of  them.  ^Character  make-up  is  intended  to  aid  the  actor  in  his 
portrayal  of  a  role  by  giving  him  a  facial  likeness  to  the  character 
that  he  is  playing. 

Preparation  for  make-up 

Preparation  for  a  television  program,  a  motion  picture,  or  a 
stage  play  follows  a  general  pattern.  In  most  cases,  the  make-up 
artist  has  a  script  conference  with  the  producer  and /or  the  director 
either  before  or  after  reading  the  script.  If  there  are  any  special 
problems,  the  actors  are  sometimes  present  or  such  a  meeting  may 
take  place  after  the  preliminary  discussion  is  completed.  The  make- 
up artist  often  has  to  refer  to  stills,  other  films  or  kinescopes  for 
matching  a  character  make-up.  If  an  historical  figure  is  involved 
he  must  do  picture  research.  Notes  and  sketches  are  often  made  and 
special  materials  ordered. 

This  preparation  period  is  most  important  to  the  smooth  opera- 
tion of  the  production.  It  saves  measureless  time  later.  And  when  on 
set,  time  costs  money ! 

Make-up  appointments  are  made  with  the  actors  so  that  they 
will  not  all  arrive  at  once.  For  a  television  or  stage  production  a 
good  rule  to  follow  is  to  allow  10  or  15  minutes  time  per  straight 
make-up  and  20  to  30  minutes  or  more  time  for  each  character 
make-up,  depending  on  how  involved  the  work  happens  to  be.  To 
rush  this  schedule  or  to  try  to  add  more  people  to  the  list  will  mean 
that  a  make-up  artist  must  skip  over  some  points  on  another  make- 
up ;  and  these  may  turn  up  as  blatant  errors  on  camera  because  of 
the  lack  of  time  necessary  to  do  a  competent  job.  Overloaded  or 
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close  make-up  schedules  are  often  all  too  common.  Make-up  is  an 
art  which  requires  concentration,  time  and  study.  Rushed  make-up, 
like  rushed  lighting  and  camera  work,  shows  up  as  a  shoddy, 
badly  produced  show. 

In  motion  pictures  where  errors  are  magnified  on  the  large  screen, 
the  time  required  to  do  a  make-up  must  be  increased.  A  minimum 
of  20  minutes  for  a  straight  make-up,  30  to  45  minutes  for  a  charac- 
ter make-up  of  moderate  complexity,  and  up  to  three  or  four  hours 
for  a  truly  involved  make-up  is  common  practice.  Always  remember 
that  motion  picture  make-up  must  be  subtler  and  stand  closer 
inspection  than  make-up  for  any  other  medium.  Good  work  takes 
time. 

On  arriving  at  the  make-up  room  on  the  day  of  the  show,  the 
make-up  artist  should  allow  about  10  to  15  minutes  to  set  up  his 
materials  prior  to  the  arrival  of  the  actors.  In  scheduling  the  actors, 
allowance  should  also  be  made  for  the  removal  of  street  make-up 
by  the  women  and  shaving  by  the  men.  This  is  especially  true  in 
television,  where  actors  rehearse  up  to  the  last  moment  on  an 
extremely  tight  schedule. 

The  hairdresser  should  set  the  women's  hair  before  make-up  and 
then  be  allowed  time  after  the  make-up  to  comb  it  out  and  dress  it 
before  the  actress  is  due  on  set.  Depending  on  the  character  and  the 
make-up,  wigs  are  put  on  by  the  hairdresser  or  the  make-up  artist 
either  prior  to  or  after  the  make-up.  This  is  an  individual  problem 
which  must  be  faced  with  each  character  make-up,  depending  on 
how  the  wig  must  fit,  etc. 

After  being  made-up,  a  check  is  made  of  the  actor  just  before  he 
leaves  the  make-up  room,  and  another  check  is  made  in  the  exact 
lighting  which  he  will  play  in.  The  make-up  artist  generally  watches 
a  run-through  of  the  scene  in  motion  pictures,  or  the  dress  rehearsal 
in  television  or  on  stage,  checking  the  make-up  from  all  angles  and 
noting  any  changes  which  he  sees  must  be  made.  Often  the  producer 
or  director  will  have  a  few  comments  pertaining  to  the  make-up. 
Touching  up  or  final  changes  are  then  made  prior  to  the  shooting  of 
the  scene  or  to  the  show.  During  the  performance  the  make-up  artist 
stands  by  to  watch  for  any  emergency  repairs  or  quick  changes.  After 
the  show,  the  script,  notes  and  sketches  should  be  filed  for  future  re- 
ference. 

Sources  for  character  types 

A  filing  system  of  pictures  is  an  aid  in  selecting  the  various 
individual  facial  properties  of  a  character.  Illustrated  journals  of 
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general  interest  are  good  sources  of  material ;  so  also  are  travel  or 
geographical  magazines  and  periodicals  covering  theatrical  or 
film  productions. 

Canvassing  the  second-hand  book  stores  is  a  good  idea,  too. 
Many  old  picture  and  history  books  can  be  bought  cheaply  if  their 
bindings  are  torn  or  worn.  When  buying  these  old  books  just  for  the 
pictures,  be  certain  to  clip  out  the  printed  material  pertinent  to  the 
picture  of  the  character  and  file  this  too.  This  often  gives  the  age  and 
a  story  of  the  character  at  the  time  the  likeness  was  made,  and 
information  of  this  type  is  often  very  helpful. 

Another  source  of  characters  is  from  life  itself.  Study  the  faces 
of  people  on  the  streets,  buses  and  subways.  Notice  racial  types  and 
their  colorations.  Try  to  ascertain  the  age  of  people  that  you  see. 
Train  your  eye  to  see  the  significant  and  outstanding  differences  in 
each  type. 

Art  museums  have  excellent  collections  of  the  masters  for  refer- 
ence studies  of  beards  and  moustaches,  while  museums  devoted  to 
natural  history  will  have  examples  of  the  prehistoric  and  ancient 
civilizations. 

What  make-up  can  and  cannot  do 

Although  amazing  changes  can  be  effected  with  the  aid  of  make- 
up, wardrobe  and  fighting — while  facial  expression  and  performance 
by  the  actor  complete  the  picture — in  today's  professional  produc- 
tions type  casting  has  greatly  aided  the  make-up  artist  in  performing 
seeming  miracles. 

Casting  directors  must  have  a  discerning  eye,  and  a  knowledge  of 
the  limitations  of  the  make-up  artist's  field.  There  are  certain  effects 
that  cannot  possibly  be  accomplished,  such  as  making  a  fat  man 
thin.  Fat  men  can  be  made  to  appear  thinner  but  not  thin,  just  as 
large  noses  can  be  minimized  but  not  made  small  by  the  use  of 
make-up.  The  stage  director  of  amateur  theatricals  generally  takes 
many  liberties,  asking  the  make-up  artist  to  attempt  to  change  this 
one  to  that  type  and  that  one  to  this  type,  but  unfortunately  this  is 
not  usually  possible  in  professional  television  or  motion  pictures. 
The  latter  mediums  are  too  discerning  and  critical.  However,  small 
or  normal  size  faces  or  features  can  be  actually  made  larger  or 
changed  entirely  in  shape  with  the  addition  of  plastic  or  latex 
appliances. 

Great  care  has  to  be  taken  in  all  character  make-up  for  television 
and  motion  pictures.  ('Stage  make-up  techniques  are  not  adequate 
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WOMEN'S  MAKE-UP  CHART 


RED   MARKINGS 
BROWN   MARKINGS 
BLACK  MARKINGS 

Foundation  

Highlights  

Shadows  

Eyeshadow  

Moist  Rouge  

Powder  

Dry  Rouge  

Eyelashes  

Eyelines  

Lip  Rouge  

Body  Make-up  


Highlights,  Lip  and  Cheek  Rouge 
Shadows,  Eyeshadow,  Disfigurements 
Hair  Styling,  Eyebrows,  Eyelashes 

Wig  

Switches  

Curls  

Falls  

Hair  Ornaments  

Lifts  

Ear  Straps  

Prosthetics  

Other  hairpieces  

Face'shape  


MEN'S  MAKE-UP  CHART 


RED  MARKINGS 
BROWN   MARKINGS 
BLACK  MARKINGS 


Foundation 
Highlights 
Shadows 
Eye  shadow 
Moist  Rouge 
Powder 
Dry  Rouge 
Eyelashes 
Lip  Rouge 


Highlights,  Lip  and  Cheek  Rouge 
Shadows,  Eyeshadow,  Disfigurements 
Hair  Styling,  Eyebrows,  Eyelashes 

Pencil  

Body  Make-up        

Ear  Straps  

Wig  

Toupee  

Fall  

Lifts  

Face  Hair  

Prosthetics  
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REVERSE  SIDE  OF  CHART 


Production  Asst.  Director  

Name  Prod.  Manager  

Character  Cameraman  

Producer  Make-up  Artist  

Director  Hair  Stylist  

Production  Make-up  Portrait  only 

Black-and-White  Color 

MAKE-UP  COMMENTS  HAIR  STYLING  COMMENTS 


DATES 

Production  date     Approved  by 

Final  make-up Approved  by 


and  for  the  most  part  should  be  dismissed  when  thinking  in  the 
terms  of  television  and  motion  pictures.  Paint  and  powder  can 
create  some  change,  but  all  major/changes  in  facial  formation  need 
to  be  more  three-dimensional.  Latex  and  plastic  appliances  must  be 
used  to  create  any  difference  in  facial  construction.  Even  these 
have  to  be  carefully  applied  so  that  the  edges  blend  into  the  face 
and  the  surface  of  the  material  resembles  skin  texture.  For  close 
shots,  character  make-up  ought  to  be  well  nigh  impossible  to  detect 
as  make-up.  The  camera's  eye  is  often  more  critical  and  difficult  to 
please  than  our  own,  so  each  make-up  should  be  carefully  checked 
and  watched  closely  through  the  production.  If  the  make-up  is  not 
convincing,  more  than  half  the  battle  is  lost  in  maintaining  a  rea- 
listic characterization  no  matter  how  clever  or  talented  the  actor 
may  be.  He  will  simply  not  "look"  the  part. 

Make-up  charts 

Every  make-up  artist  should  have  blank  make-up  and  hair-styling 
charts  for  character  or  corrective  make-up.  These  charts  need  to 
have  a  full  face  and  a  profile  view  of  the  face  with  space  for  notations 
and  a  key  to  the  facial  markings  below  them.  Space  is  also  wanted 
for  a  list  of  all  the  materials  necessary  to  accomplish  the  make-up, 
and  information  on  the  production  staff  of  the  show.  The  reverse 
side  can  be  left  for  notes  and  comments  on  hair  styling  and  make-up 
plus  special  directions  for  their  use.  The  date  and  a  space  for  final 
approval  of  the  work  complete  the  chart  information.  Cards 
8  J  X  1 1  inches  are  best  for  this  purpose  and  can  be  printed  by  photo- 
offset  when  a  quantity  is  desired.  In  this  way  one  make-up  artist 
can  convey  the  picture  and  information  of  a  special  make-up  to 
another  artist  in  a  simple  graphic  way. 

65 


EXAMPLE  OF  HOW  CHARTS  ARE  USED 


Strengthen 
3,11  lines 


Foundation 
Highlights 
Shadows 
Eyeshadow 
Moist  Rouge 
Powder 
Dry  Rouge 
Eyelashes 
Lip  Rouge 


RED  MARKINGS 
BROWN  MARKINGS 
BLACK   MARKINGS 

none 

In  and  white  Pan-Stik 

665  R 

6 

no  cheek  rouge 

Westmore  Tru-Glo 

no  cheek  rouge 

none 

7  on  lower  lip 


Highlights,  Lip  and  Cheek  Rouge 
Shadows,  Eyeshadow,  Disfigurements 
Hair  Styling,  Eyebrows,  Eyelashes 


Pencil 

Factor's  Maroon  and  Brown 

Body  make-up 

none 

Ear  Straps 

none 

Wig 

whiten  and  silver 

Toupee 

hair 

Fall 

no  p  ieces 

Lifts 

none 

Face  Hair 

add  heavy  eyebrows,  bushy 

moustache 

Prosthetics 

none 

REVERSE  SIDE  OF  CHART 

Production 

Medallion  Theatre  CBS— TV  (Live) 

Name 

Mr.  Rhys  Williams 

Character 

(Lead)  aged  to  a  man  of  70  years 

Producer 

Mort  Abrahams 

Director 

Don  Medford 

Asst.  Director 

Prod.  Manager 

Cameraman 

Make-up  Artist 

Vin  Kehoe 

Hair  Stylist 

Black-and-White  V               Color 

Production  Make-up  \/        Portrait  only 

MAKE-UP  COMMENTS                                             HAIR  STYLING  COMMENTS 

No  prosthetics  used,   but  some  latex  under             Moustache  (lace)  bushy-gray. 

eyes.  Accent  frontal  bone  area  with  white  high-             Add  some  eyebrow  hair-gray. 

light.  As  light  is 

dim  on  set,  use  deep  shadows.             Gray  (white  and  silver)  hair. 

Has  double  chin  so  just  highlight. 

DATES 

Production  date  March  6,  1954                       Approved  by  Mort  Abrahams 

Final  make-up  Same                                           Approved  by  Mort  Abrahams 
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6 

AGE  MAKE-UP 


It  is  because  of  the  social  idiosyncrasy  of  determining  who  is  beauti- 
ful or  who  is  handsome  and  at  what  age  this  occurs  (in  our  cultural 
definition  of  the  same)  that  we  must  base  our  make-up  calculations 
rather  than  on  the  actual  age  of  a  person. 

Middle  age 

Between  the  ages  of  thirty  and  fifty  years  most  people  begin  to 
take  on  the  characteristics  of  middle  age.  During  this  period  the 
skin  undergoes  various  changes.  People  who  have  spent  a  great 
deal  of  time  out  of  doors  take  on  a  ruddy  look  from  exposure  to  the 
elements,  while  those  occupied  in  a  more  sedentary  or  indoor  life 
are  apt  to  appear  somewhat  more  sallow  in  complexion.  The 
healthy  ones  maintain  a  good  normal  coloration  as  compared  to 
those  who  have  been  ill  a  great  deal  and  whose  color  may  range 
from  a  pale  sickly  hue  to  the  over-red  tone  of  those  with  high  blood 
pressure. 

The  fresh  bloom  of  youth  commences  to  leave  the  cheeks  of 
women  and  the  beardline  of  men  with  dark  hair  begins  to  show 
more  strongly  than  when  they  were  in  their  twenties.  The  hair  often 
becomes  gray  or,  in  some  cases  with  men,  baldness  creeps  in  at  the 
hairline  or  at  the  top  of  the  scalp.  Lines  start  to  appear  in  the  fleshy 
portions  of  the  face  near  the  eyes,  mouth,  neck,  and  nose.  Cheek 
bones  either  protrude  more  as  the  cheeks  sink  in  on  thinner  people, 
or  the  cheeks,  jowls,  chin  and  neckline  take  on  more  weight  on 
heavier  people. 

Women's  brows  and  lashes  generally  thin  out  while  men's  get  a 
trifle  bushier  or  grayer.  And  while  all  this  is  occurring,  the  face  tends 
to  take  on  a  certain  "set"  look  which  often  remains  throughout  this 
period  of  life. 

This  is  the  time  when  many  people  consider  that  women  begin  to 
lose  their  youthful  appearance,  while  men  actually  become  more 
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handsome.  Most  of  our  outstanding  leading  men  of  the  theatrical 
world  are  between  these  "middle"  years,  while  most  of  the  female 
stars  are  below  the  age  of  thirty-five.  The  looks  and  appearance  of 
an  actor  or  actress  determine  what  roles  they  play  and  at  what  age 
level  they  appear  on  the  screen. 

Again,  motion  pictures  and  television  are  more  discerning  than 
the  stage.  In  the  latter  medium  the  distance  of  the  audience  from  the 
performer  allows  the  use  of  a  heavier  make-up  because  there  are  no 
close  shots  as  with  a  camera.  On  the  other  hand,  a  diffusion  lens  or 
filter  is  often  used  on  the  camera  to  soften  the  effect  of  created  (by 
make-up)  or  actual  age  lines.  Another  trick  is  to  shoot  the  ageing 
female  star  slightly  out  of  focus  so  that  the  age  lines  will  be  diffused 
and  not  so  apparent.  Men  are  seldom  given  this  diffusion  treatment 
because,  today,  age  lines  are  considered  to  add  strength  and 
character  to  the  face.  If  the  actor  is  a  callow  youth,  he  is  shown  as 
such.  If  he  is  a  man,  age  lines  add  to  his  "masculine"  appearance. 

Keep  this  in  mind  also  when  doing  straight  make-up  on  men. 
Do  not  kill  all  the  character  lines  with  a  heavy  make-up,  but  rather 
let  them  come  through  a  bit. 

Highlights  and  Shadows 

Most  middle  age  make-ups  can  be  created  without  the  use  of 
prosthetic  appliances.  If  middle  age  is  made  too  old,  then  the  older 
characters  will  not  have  enough  age  distinction  or  contrast.  Try  to 
do  all  middle  age  make-up  with  paint  and  powder  only.  Highlights) 
and  shadows  should  be  well  blended  and  follow  each  other.  When-L 
ever  a  shadow  is  created,  strengthen  it  and  give  it  contour  by  high-f 
lighting  the  area  which  would  normally  be  brought  into  prominencey 
by  the  creation  of  such  a  wrinkle  or  hollow.  A  good  scale  to  follow  is : 

HIGHLIGHT  AND  SHADOW   MAKE-UP 
Highlights  Shadows 

Soft  2  shades  lighter  than  base  2  shades  darker  than  base 

Medium  3  or  4  shades  lighter  than  base     3  or  4  shades  darker  than  base 

Strong  White  Liners    Nos.   2,   6   or  a    mixture   of 

Moist  Rouges  T-3  and  4 


Unless  the  character  is  an  outdoor  type,  the  base  shades  for 
early  middle  age  should  be  about  the  same  as  for  straight  make-up. 
Those  characters  approaching  the  age  of  fifty,  however,  should  use 
a  base  one  or  two  shades  lighter  than  those  shades  recommended 
for  straight  make-up.  In  color  processes  a  man's  own  natural  color, 
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MIDDLE  AGE  MAKE-UP  FOR  WOMEN.  Top  left:  Without  make-up.  Top  right:  High- 
lights added  on  nasolabial  folds,  jawline,  frontal  bones,  eyelids  and  around  the  mouth. 
Bottom  left:  Shadows  added  on  temples,  corners  of  the  eyes,  under  the  eyes,  nasolabial 
indentations,  around  the  mouth  and  under  the  cheekbone  area.  Bottom  right:  Eyebrows 
added,  a  brown  eyeline  and  some  mascara,  lipstick,  a  few  lines  on  the  neck  folds  and  the 
entire  make-up  powdered.  The  hairstyle  adds  to  the  ageing  effect  by  being  unflattering 
to  the  contour  of  the  face.  Most  older  women  tend  to  keep  one  hair  style  for  a  long  time. 
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if  it  is  high  or  ruddy,  will  penetrate  the  make-up.  If  this  is  desirable 
(as  it  generally  is)  then  no  change  from  the  colors  recommended  in 
the  charts  (page  221)  should  be  made.  However,  if  the  player  should 
be  desired  to  appear  less  healthy  in  tone,  a  lighter  shade  of  base 
may  be  used. 

/Many  times  the  non-use  or  lack  of  make-up  will  create  the  neces- 
sary effect  of  middle  age.  Less  definition  of  the  features,  such  as  the 
eyes  or  mouth,  will  have  a  tendency  to  add  age  to  the  face.  Without 
W  make-up  base,  all  the  natural  lines  and  highlights  show  up  more. 
These  can  be  accented  with  additional  highlight  and  shadow,  as 
much  as  desired,  to  bring  out  the  necessary  effect.  Without  make-up, 
the  eyes  will  look  lustreless,  the  lips  will  lose  definition — both  signs 
of  age.  This  technique,  which  is  counter  to  the  correct  principles  of 
straight  make-up,  will  find  wide  use  in  creating  realistic  age  make- 
ups. 

/In  trying  to  age  a  person,  use  his  or  her  own  natural  lines  and 
accent  the  areas  most  likely  to  age  naturally.  Unless  the  character 
is  an  historical  one,  with  whom  certain  basic  features  are  closely 
associated,  do  not  try  to  make  lines  or  create  shadows  and  high- 
lights which  would  not  normally  appear  as  the  person  really  grew 
older.  When  people  smile  or  grimace  you  can  study  these  wrinkle 
lines  as  they  are  all  brought  into  sharp  relief  during  the  process.  But 
if  a  line  is  drawn  in  an  unnatural  place,  it  will  always  show  up  as  a 
drawn  line  and  not  as  a  well-placed  wrinkle  when  the  face  is  moved. 
This  is  not  such  a  problem  in  still  photography,  of  course,  as  it  is 
in  television  and  motion  pictures  where  mobility  and  action  are 
inherent.  Good  casting  of  character  parts  is  a  great  aid  to  credibility 
and  perfection  in  the  finished  product. 

So,  for  the  most  part,  in  middle  age  make-ups  only  medium 
shadows  need  be  created  in  the  areas  of  the  temples  and  cheeks  if  the 
person  is  to  appear  thin,  while  highlights  can  be  added  to  the  jaw- 
line,  neck  and  cheeks  if  the  character  is  to  appear  stout. 

Wrinkles 

Middle  age  first  begins  to  appear  around  the  eyes,  mouth,  and 
neck ;  being  the  most  mobile  features  of  the  head,  they  are  apt  to 
wrinkle  first.  Deep  forehead  wrinkles,  on  the  other  hand,  are  more 
prevalent  later  in  life;  but  care  should  always  be  taken  with  such 
wrinkles  as  they  can  look  "painted  on"  when  accented  too  heavily. 
Frown  wrinkles  between  the  eyes  are  convincing  lines  in  middle  age 
appearance.  The  creases  which  are  formed  between  the  cheeks  and 
the  nose,  known  as  the  nasolabial  folds,  are  also  good  areas  to 
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MIDDLE  AGE  MAKE-UP  FOR  MEN.  Top  left:  Highlights  placed  on  the  nasolabial  folds, 
chin,  around  the  mouth  and  jawline.  Top  right:  Shadows  added  to  accent  highlighted 
areas.  Corners  of  the  eyes  deepened  along  with  all  natural  lines  and  the  make-up  lightly 
powdered.  Bottom  left:  Light  coloured  Pan-Stik  rubbed  into  the  hairline  to  recede  it  and 
the  hair  slightly  grayed  in  front.  The  brows  and  the  temples  are  also  grayed.  Bottom 
right:  A  few  more  years  can  be  added  to  the  make-up  by  increasing  the  area  and  amount 
of  hair  whitening  and  deepening  the  age  lines  slightly. 
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accent  if  they  are  present  in  the  face — and  very  few  faces  do  not  have 
nasolabial  folds  as  the  person  gets  older  (see  illustration  on 
page  71).  Max  Factor's  Maroon  Pencil  is  a  very  good  shade  for 
wrinkle  drawing  or  heightening.  Any  make-up  applied  to  these 
areas  should  be  extremely  well  blended  at  the  edges  so  that  the 
appearance  will  not  be  as  drawn  lines. 

Nothing  need  be  done  to  the  hands  for  middle  age  unless  the 
character's  hands  are  those  of  a  person  whose  particular  occupation 
has  caused  them  to  become  worn  early  in  life.  Body  make-up 
remains  the  same  or  changes  with  the  occupational  tone  of  the  skin. 

Pan-Cake,  Pan-Stik  or  grease  paints  can  all  be  used  for  character 
work.  Red  sable  brushes — which  are  easier  to  control  and  more 
versatile  as  to  size — work  better  than  the  fingertips  for  the  applica- 
tion of  highlight  and  shadow  colors.  Nos.  000  and  1  round  sable 
are  good  for  small  wrinkle  lines,  while  Nos.  5,  7,  and  12  flat  sable 
are  excellent  for  shading  and  highlighting. 

Hair 

Hair  coloring  can  also  change  somewhat.  A  little  silver  gray  at 
the  temples,  and  possibly  streaked  through  the  hair  on  the  top  of 
the  head,  is  effective.  Blondes  do  not  show  this  gray  hair  as  clearly 
as  do  the  medium  and  darker  tones  of  hair  coloring.  It  is  generally 
better  to  use  just  plain  white  or  better  still,  slightly  off-white  for 
blonde  hair  as  any  silver  is  apt  to  look  unnatural  (see  special  hair- 
whiteners  on  page  214). 

The  dress  or  hair  style  of  the  hair  is  also  an  important  ageing 
feature.  Most  older  women  will  have  a  tendency  to  keep  a  certain 
hair  style  for  a  longer  period  than  a  younger  woman  who  is  con- 
stantly trying  to  keep  up  with  the  dictates  of  fashion.  For  men,  on 
black-and-white  television,  an  application  of  a  very  light  (IN)  Pan- 
Stik  to  the  hair  on  the  extreme  edge  of  the  hairline  and  extending  in 
about  half  an  inch  will  give  the  appearance  of  a  receding  hairline. 
The  addition  of  a  moustache  on  a  man  is  also  an  aid  when  the 
face  is  still  youthful  in  appearance  after  the  application  of  a  middle 
age  make-up,  but  do  not  put  moustaches  on  all  middle  age  charac- 
ters (unless  the  period  demands  it).  Save  this  trick  for  the  difficult 
ones  or  if  it  is  called  for  in  the  script.  Beards  are  seldom  worn  as  an 
ageing  factor  except  in  period  productions.  (See  page  202  for  infor- 
mation on  hair  goods.) 


OLDER  AGE  (opposite).   Mr.  Hume  Cronyn  being  made-up  as  an  old  Japanese  in  the 
NBC  color  television  production  of  The  Big  Wave.  Make-up  by  Robert  O'Bradovich. 
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THE  NECK  (above).  Left:  Before  make-up.  Right:  Highlights  and  shadows  applied  to 
create  the  thin  and  wrinkled  effect  of  age  on  the  neck. 


PROSTHETIC  APPLIANCE  FOR  AGEING  NECK  (opposite).  Left:  The  natural  neck. 
Right:  After  addition  of  prosthetic  appliance  giving  sagging  folds  and  double  chin. 
Vaughn  Taylor  in  an  NBC  television  production,  make-up  by  Dick  Smith,  S.M.A. 

After  the  age  of  fifty  the  characteristics  of  age  begin  to  consoli- 
date themselves  on  the  face. 


Older  age 

Make-up  lines,  shadows  and  highlights  should  be  drawn  in  a  more 
pronounced  manner.  A  general  intensification  of  the  principles  of 
the  make-up  created  for  middle  age  plus  additional  aids  are  usually 
in  order.  In  television,  much  can  still  be  done  with  lining  colors  but, 
for  similar  effects  in  motion  pictures,  prosthetic  appliances  must  be 
used.  (Methods  of  manufacture  of  prosthetics  on  pages  153-195.) 

Some  characters  may  be  feeble  in  old  age,  while  others  will  be 
strong  and  robust.  The  face  reflects  the  life  of  the  individual  even 
more  strongly  than  in  middle  age.  The  characteristics  of  lines  will 
be  the  same  except  that  they  will  be  more  pronounced  and  deeper. 

Again  the  eyes  are  one  of  the  most  important  features  to  work  on 
in  creating  age.  They  will  take  on  an  appearance  of  hollowness  in 
most  cases ;  so  the  sides  of  the  upper  bridge  of  the  nose  and  the 
cavities  of  the  eye  sockets  near  the  upper  bridge  of  the  nose  and  the 
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cavities  of  the  eye  sockets  near  the  upper  lid  can  be  shaded  heavily. 

Very  realistic  wrinkles  and  bags  under  the  eye  can  be  produced 
as  follows.  Apply  Old  Age  Stipple  by  stretching  the  skin  under  the 
eye  with  the  fingers  of  one  hand  and  stippling  on  the  material  with 
a  small  red  rubber  sponge.  The  area  can  then  be  dried  with  a  hand 
hair  drier  and  powdered  before  the  stretch  is  relaxed.  (See  page  196.) 

Heavier  bags  under  the  eyes  can  be  created  by  the  use  of  pros- 
thetic appliances  which  are  adhered  close  to  the  lower  lash  line  and 
extend  over  the  lower  eyesocket  area.  A  heavy  fold  which  extends 
diagonally  downward  across  the  upper  lid  from  about  the  middle  of 
the  eye  socket  to  the  outer  end  of  the  eye  and  then  downward  to 
join  the  crow's-feet  at  the  corner  of  the  eye,  can  be  created  with 
another  appliance  or  in  some  cases  with  a  strong  highlight. 

Lashes  can  be  dulled  with  white  or  gray  mascara. 

Highlights  and  Shadows 

The  same  scale  of  highlights  and  shadows  can  be  used,  but  they 
should  be  mostly  on  the  medium  or  stronger  side  for  older  age 
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HANDS  (above).  Left:  The  bone  structure  emphasized  with  highlights  and  shadows. 
Right:  Prominent  veins  created  with  a  blue  lining  color. 


LATEX  HAND  MAKE-UP  (opposite).  Left:  Without  make-up.  Right:  Old  Age  Latex 
Stipple  applied,  dried  and  then  powdered  with  talc;  veins  accented  slightly. 

make-ups.  Sometimes  an  entire  latex  face  appliance  will  be  neces- 
sary to  cover  the  youthfulness  of  the  face,  or  a  complete  coat  of 
latex  stipple  will  give  the  desired  wrinkled  effect.  Bases  should  be 
made  lighter  or  ruddier  as  becomes  the  character.  Lip  rouge  is  kept 
to  a  minimum  for  black-and-white.  In  color  mediums  a  slight  bit  of 
blue  liner  can  be  used  on  the  lips  to  kill  their  fresh  redness  and  give 
the  appearance  of  age.  Cheek  rouge  is  seldom  used  unless  the 
character  requires  an  over-red  color. 

A  stipple  of  a  ruddy  or  deep  reddish-brown  can  be  used  over  the 
entire  make-up  for  a  character  who  has  been  exposed  to  the  elements 
all  his  life. 

Very  often,  if  no  base  is  used  and  the  shadows  and  highlights  are 
applied  directly  to  the  face  along  with  any  appliances,  an  excellent 
effect  can  be  obtained  in  black-and-white  mediums;  it  will  be  a 
contrast  to  the  healthy  color  of  straight  make-up  on  younger  actors. 

Plain  white  talc  is  best  for  an  old  age  make-up  face  powder  if  the 
character  is  on  the  light  side.  Its  transparency  allows  all  the  shadows 
and  highlights  to  come  through  effectively  besides  adding  to  the 
dull  whiteness  of  aged  skin. 
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The  Neck 

The  neck  area  either  becomes  thinner  and  wrinkled,  or  rolls  of 
fatty  tissue  accumulate  to  form  double  chins  as  a  person  gets  older. 
Shadow  and  highlight  can  be  used  to  create  these  effects.  Where 
preferable,  a  prosthetic  appliance  will  add  the  sagging  folds  of  skin 
or  double  chin. 


Hands 

The  hands  in  old  age  should  be  made  up  by  emphasizing  the  bone 
structure  with  highlights.  Shadows  should  be  created  between  those 
areas.  In  color  mediums  the  veins  can  be  suggested  with  a  blue  lining 
color.  By  holding  the  hand  with  the  fingers  extended  downward 
these  veins  will  show  up  readily. 

Often  a  full  latex  stipple  is  required.  If  necessary,  the  knuckles 
can  be  built  up  with  successive  coats  of  cotton  and  latex  or  a  poly- 
vinyl butyral  sealer  such  as  Sealer  No.  1  or  5  (see  page  177)  drying 
thoroughly  between  each  coat  until  the  desired  shape  is  obtained. 
Then  the  skin  on  the  back  of  the  hand  is  stretched  and  old  age 
latex  stipple  is  applied,  dried  and  then  powdered  with  talc. 
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Hair 

Wigs  and  hairpieces  are  effective  for  ageing  effects.  Incidentally, 
a  wig  covers  not  only  the  hair  line,  but  the  entire  area  of  the  hair  on 
the  head,  while  hairpieces  are  used  to  supplement  the  natural  hair 
growth.  The  latter  are  either  small  pieces  or  full  toupees  attached 
with  adhesive  to  the  scalp  to  add  to  the  hairline  on  front.  They 
comb  into  the  natural  hair,  blending  with  the  hair  on  the  back  of  the 
head.  Falls  are  pieces  attached  at  the  back  of  the  head  to  the  natural 
hair  with  rubber  bands  and  hairpins  in  a  special  tie  (see  Hair  Goods 
on  page  202).  Sometimes  they  have  lace  edges  near  the  hairline 
behind  the  ears  which  can  be  secured  to  the  head  with  adhesive. 
Often  if  a  man  is  naturally  bald  and  wears  a  hairpiece  for  straight 
make-up,  removing  the  piece  for  a  character  make-up  will  add  years 
to  his  appearance;  graying  the  temples  in  this  case  will  add  still 
more  age. 

In  modern  period  hair  dress  full  gray  wigs  are  more  effective  for 
women  than  for  men  because  of  the  hair  length  problem.  Most  male 
wigs  of  this  type  look  too  "stagey"  for  a  realistic  effect;  hairpieces 
are  better  in  this  case. 

Sometimes  the  entire  head  of  hair  must  be  bleached  white  or 
slightly  pinkish  to  achieve  realistic  results  in  motion  pictures.  The 
hair  can  also  be  grayed  and  whitened  with  a  hair  whitener  to  which 
has  been  added  a  little  silver  powder  to  get  highlight.  For  old  age, 
more  hair  whitener  must  be  used,  so  take  care  it  is  well  blended  and 
does  not  look  streaked. 

Extreme  Old  Age 

Sometimes  a  character  make-up  is  required  that  will  make  a 
person  appear  to  be  80  to  100  years  of  age.  Unless  the  actor  is 
extremely  old  to  begin  with  so  that  his  own  facial  lines  may  be 
accented,  an  entire  latex  face  is  the  solution  to  the  problem. 

Special  problems  in  live  television 

There  are  some  special  problems  in  live  television  which  must  be 
discussed  as  separate  items.  In  most  motion  picture  make-up 
schedules,  anywhere  from  one  to  four  hours  are  devoted  to  each  age 
character  make-up  with  two  or  three  make-up  men  working  on  each 
person.  Stippling  latex  and  applying  prosthetics  take  infinite 
patience  and  much  time.  However,  television  make-up  changes 
which  occur  during  the  course  of  the  show  on  the  air  cannot  afford 
this  length  of  time  for  make-up.  Some  changes  of  age  must  be  done 
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EXTREME  OLD  AGE.  Left:  Before  the  application  of  a  latex  face.  Right:  The  latex  face 
in  position.  Make-up  by  Dick  Smith,  S.M.A.  (NBC-TV). 


very  rapidly  in  a  short  period  of  time,  as  in  the  cases  below. 

Age  in  First  Part —  Youth  in  Next  Part 

An  age  make-up  is  completed  prior  to  the  show  in  the  regular 
make-up  period  with  Pan-Stik.  When  the  change  must  occur,  any 
hair  goods  such  as  moustaches,  hairpieces,  etc.,  are  removed  or 
changed  in  color  to  more  youthful  shades ;  age  prosthetics,  if  used, 
are  removed  and  then  the  face  is  given  a  rather  heavy  coat  of  Pan- 
Cake  one  or  two  shades  darker  than  the  original  Pan-Stik  used  for 
age  make-up  (which  was  in  all  probability  a  lighter  shade  than  for 
straight  make-up).  Brush  out  brows  and  change  to  more  youthful 
hair  style  if  necessary. 

Youth  First — then  Quick  Age  for  Next  Part 

Do  the  straight  make-up  in  Pan-Stik.  When  the  change  must  be 
made,  hair  goods  can  be  added  (all  facial  hair  should  be  on  lace 
rather  than  laid  on) ;  highlights,  shadows  and  other  work  can  then 
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THE  PORTRAIT  OF 
DORIAN  GRAY 


Progressive  ageing  done 
step  by  step  to  give 
an  instantaneous  effect. 
This  series  was  taken  as 
stills,  but  the  same  pro- 
gressive effect  can  be 
seen  as  would  be  used 
for  motion  pictures. 


be  done.  Work  on  the  eyes  first,  then  on  any  other  likely  place  on 
the  face  where  age  will  show  the  most.  Often  a  great  deal  of  study 
and  practice  is  required  to  effect  a  very  quick  change;  the  use  of 
some  camera  time  for  testing  greatly  simplifies  the  work  of  the 
make-up  artist.  Producers  in  television  sometimes  expect  miracles 
to  happen  in  a  moment  without  any  advance  preparation  or  practice 
tests.  Make-up  artists  are  no  more  gifted  with  the  ability  to  create, 
instantaneously,  lifelike  features  than  anyone  else !  Writers  of  live 
television  shows  often  create  situations  well-nigh  impossible  to 
accomplish  by  asking  in  their  scripts  for  flashbacks  with  little  or  no 
time  allowed  for  make-up  changes. 
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Progressive  Older  Age 

Starting  with  a  straight  make-up,  progressive  steps  of  ageing  can 
be  accomplished  by  adding  a  few  lines  and  slightly  graying  the 
temples  in  the  first  change;  using  stronger  highlights  and  shadows 
with  more  gray  in  the  hair  for  the  second ;  adding  hair  goods  to  the 
face  for  men,  or  changing  to  a  wig  with  a  different  hair  style  for 
women,  plus  the  addition  of  more  age  lines  around  the  eyes  for  the 
third.  This  should  give  the  desired  effect ;  however,  each  make-up  is 
an  individual  case  and  should  be  treated  differently.  Do  not  stereo- 
type your  age  characters  by  doing  the  same  thing  to  each  of  them 
if  they  must  age  together. 

T.M-U. — D  O  1 


SHADING.  Left:  The  natural  neck.  Right:  After  shading  on  the  jowls  and  double  chin. 


Motion  picture  special  make-up  effects 

There  are  special  effects  in  motion  picture  work  which  cannot  be 
accomplished  in  live  television.  One  is  the  ageing  of  a  person  on  the 
screen  by  a  series  of  dissolves  for  almost  instantaneous  effect.  The 
technique  consists  of  placing  the  subject  in  a  fixed  position  and 
shooting  a  few  feet  of  film  for  each  change.  A  few  age  fines  are 
added  for  the  first  shot.  Then  they  are  added  to  progressively  as  a 
few  feet  are  shot  for  each  change.  Prosthetics  are  added,  as  are  hair 
goods,  until  a  series  of  shots  have  been  taken.  These  shots  are  then 
connected  together  in  processing  by  dissolving  one  into  the  other 
as  rapidly  as  the  change  is  desired.  In  this  way,  the  subject  will 
grow  old  right  before  the  eyes  of  the  viewers. 

This  technique  has  been  widely  used  for  such  special  photo- 
graphic effects  as  the  changing  of  "Dr.  Jekyll"  to  "Mr.  Hyde", 
effects  in  The  Wolfman,  and  the  make-up  used  in  the  Portrait  of 
Dorian  Gray.  The  latter  was  done  as  a  series  of  stills,  but  the  same 
progressive  effect  can  be  seen  as  would  be  used  for  motion  pictures. 
This  make-up  was  done  by  Mr.  Robert  O'Bradovich  on  himself. 

Reversal  techniques 

To  take  years  off  a  face  that  is  really  ageing  is  quite  a  different 
procedure  from  that  of  simply  doing  a  straight  make-up  and  is 
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FACIAL  LIFTS.  Facial  lifts  can  be  applied  to  the  sagging  muscles  under  the  chin  instead 
of  just  shading  them.  Top:  Cutting  and  preparing  lifts  of  mousseline  de  soie.  Center: 
Attaching  the  facial  lift  and  the  lift  in  place;  avoid  too  much  pull  which  will  form  a 
large  crease  near  the  ear.  Bottom:  Another  type  of  lift,  using  a  toothpick.  The  join  of  the 
lifts  and  the  skin  is  covered  with  Duo  Adhesive  or  Wig  Cement,  which  then  provides  a 
base  for  the  greasepaint  or  Pan-Stik  foundation. 
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known  as  "reversal  of  age".  While  straight  make-up,  to  a  great 
degree,  keeps  a  person  in  the  same  age  group  as  he  normally  appears 
in  life,  reversal  make-up  is  designed  to  remove  many  years  from  the 
ageing  face. 

The  chin  or  neckline  is  one  of  the  areas  that  can  be  worked  on. 
Double  chins  or  the  fleshy  portions  of  sagging  muscles  under  the 
chin  can  be  shaded  heavily.  Jowls  in  combination  with  a  double  chin 
can  also  be  shaded. 

Facial  lifts  can  be  applied  to  the  sagging  muscles  under  the  chin 
instead  of  just  shading  them.  To  make  the  lifts,  cut  strips  of  mous- 
seline  de  soie  with  either  pinking  or  straight  shears  about  three  to 
four  inches  long  and  one-half  to  three-quarters  of  an  inch  wide.  The 
upper  ends  can  be  strengthened  by  folding  a  strip  of  adhesive  tape 
over  them  for  about  half  an  inch.  Through  this  tape  \  inch  cotton 
covered  elastic  banding  can  be  sewn  which  will  extend  over  the  top 
of  the  head  to  hold  up  the  lifts.  A  hook  and  eye  arrangement  can 
be  made  to  attach  the  two  upper  ends  of  the  elastic  band  together  in 
the  proper  tension  to  secure  maximum  lift.  It  is  a  good  practice  to 
sew  a  hook  on  one  elastic  and  three  or  four  eyes  set  about  a  quarter 
of  an  inch  or  so  apart  on  the  other  to  have  a  variety  of  tensions 
available  after  the  lifts  are  adhered  to  the  skin. 

Adhere  the  lifts  to  the  face  just  below  the  sideburn  area  with  Max 
Factor  Adhesive  or  225  Adhesive  and  then  stipple  the  entire  section 
with  Duo  Adhesive  and  dry.  The  area  could  also  be  covered  with 
Wig  Cement  to  cover  the  join  of  the  lifts  and  the  skin  and  to  provide 
a  base  for  the  greasepaint  or  Pan-Stik  foundation.  When  the  adhesive 
is  thoroughly  dry,  pull  the  two  ends  of  the  tape  up  over  the  head  and 
secure  at  the  proper  tension  with  the  hook  and  eye  arrangement.  Too 
much  pull  will  form  a  large  crease  near  the  ear  so  be  careful  to  avoid 
this. 

Rubber  Mask  Greasepaint  can  be  applied  directly  over  the  dried 
latex  or  it  can  be  given  a  coat  of  Sealer  No.  5  before  the  applica- 
tion of  Pan-Stik. 

An  alternate  method  of  making  and  applying  lifts  consists  of 
inserting  a  cut-down,  round  style  toothpick  in  the  loop  space 
formed  where  the  adhesive  tape  meets  the  mousseline  de  soie.  Tie 
a  length  of  string  to  a  small  elastic  band  which  has  been  looped 
over  the  ends  of  the  toothpick.  The  proper  tension  can  be  secured  by 
tying  the  two  ends  of  the  strings  together  over  the  head.  The 
advantage  of  this  type  of  lift  is  that  even  tension  is  applied  over  the 
entire  surface  of  the  lift  because  of  the  toothpick  extending  the 
entire  length  of  the  lift.  The  thread  is  easy  to  hide  in  the  hair  and  the 
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elastic  band  loop  can  be  easily  released.  Adhere  the  mousseline  to 
the  skin  in  the  same  manner  as  previously  described. 

It  is  more  difficult  to  disguise  the  application  of  lifts  on  men  than 
it  is  on  women,  primarily  because  of  their  shorter  haircuts.  With 
women  a  wig  or  hair-do  can  cover  the  elastic  band;  but  unless  a 
man  wears  some  sort  of  hairpiece  or  sideburns,  the  taped  end  of  the 
lift  become  rather  difficult  to  hide. 

Highlight  all  the  areas  which  are  natural  shadow  points  around 
the  eyes,  cheeks  and  mouth  with  IN  Pan-Stik  or  Erase  and  powder. 
Go  over  the  entire  face  with  a  Pan-Stik  base  one  shade  lighter  than 
recommended  on  the  charts  for  straight  make-up.  Powder  this 
thoroughly  then  go  over  the  face  with  the  Pan-Cake  recommended 
in  the  straight  make-up  charts  (page  221).  This  will  produce  quite  a 
heavy  make-up,  but  it  will  also  cover  the  ageing  skin  texture.  Com- 
plete the  make-up  as  a  straight  make-up,  making  all  the  necessary 
corrections  for  the  facial  type. 

False  lashes  are  almost  always  called  for  because  older  women 
seldom  have  naturally  long,  dark  lashes.  Avoid  thin  brows  and 
small  thin  Uplines  on  women  as  these  are  signs  of  a  make-up  of  an 
older  period.  Men's  brows  should  be  thinned  if  they  are  too  shaggy 
or  thick ;  darken  them  to  match  the  wig  or  touched-up  hair  color. 

Hair  should  be  darkened  or  blondeened  if  gray  is  present,  or  a 
wig  or  hairpiece  can  be  used.  Consult  a  hair  colorist  for  changing 
the  hair  coloration  permanently  or  use  mascara  or  dark  Pan-Cake 
for  a  temporary  touch-up. 

If  glasses  are  normally  worn  by  the  person,  contact  lenses  will 
provide  a  more  youthful  appearance.  The  teeth  should  be  cleaned 
bright  by  a  dentist  and  any  discoloration  can  be  covered  with  tooth 
enamel  in  a  light  shade. 
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STAGE  MAKE-UP 


The  purpose  of  make-up  on  stage  is  to  counteract  the  effects  of  the 
distance  of  the  audience  from  the  players  in  terms  of  facial  defini- 
tion and  to  compensate  for  the  intensity  of  the  lights  on  the  stage 
which  wash  out  the  natural  facial  coloring  and  "flatten"  the  features 
of  the  actors. 

Make-up  on  stage  should  be  applied  in  such  a  manner  that  it 
does  not  look  artificial  from  the  first  few  rows,  nor  does  it  lose  its 
character  in  the  last  few  rows  of  the  auditorium.  It  is  not  necessary 
to  use  a  heavier  coat  of  make-up  for  the  stage  than  for  other 
mediums,  but  to  apply  the  right  color  or  shade  in  the  correct 
manner  and  place.  All  shadows  and  highlights  should  be  well 
blended,  as  should  rouge  on  the  cheeks  and  eyeshadow  on  the  lids. 
Do  not  expect  a  faulty,  poorly  blended  make-up  to  look  well  on 
stage  regardless  of  the  distance  of  the  actors  from  the  audience  or 
the  intensity  of  the  lights. 

Facial  lining  for  old  age  and  other  character  make-ups  should  not 
look  like  "hen  scratchings",  but,  should  be  as  meticulously  applied  as 
for  the  screen.  While  it  is  true  that  for  the  stage  lines,  shadows  and 
highlights  can  be  applied  with  more  intensity  of  color,  this  requires 
extremely  careful  blending  of  the  edges  so  that  no  line  of  demarca- 
tion is  visible. 

Paint,  lights  and  make-up 

As  lighting  plays  an  all-important  part  in  all  stage  make-up 
effects,  it  is  necessary  to  understand  the  difference  between  pigment 
color  primaries  of  paint  and  color  primaries  of  light.  Light  colors 
combined  to  form  other  light  colors  do  not  respond  in  the  same 
manner  as  paint  colors.  They  are,  however,  greatly  dependent  upon 
each  other  in  the  creation  of  various  effects  on  stage.  That  is,  a 
red  light  will  "wash  out"  (to  white,  theoretically)  a  red  paint  color, 
while  a  green  light  will  make  the  red  paint  appear  almost  black.  The 
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COLOR  CIRCLE.  B  =  blue;  G  =  green;  O  =  orange;  R  =  red;  V  =  violet;  Y  =  yellow. 
Primary  colors  are  red,  blue  and  yellow.  Secondary  colors  are  orange,  green  and  violet, 
made  by  combining  two  adjacent  primary  colors.  Opposites  on  the  color  circle  are 
complements.    Predominance  of  one  color  produces  in-between  colors. 


combination  of  lighting  and  make-up  for  the  stage  is  used  to  en- 
hance the  beauty  of  skin  tones  in  straight  make-up  and  to  achieve 
certain  desired  effects  in  character  work. 

Paint 

The  primary  colors  are  red,  blue  and  yellow.  Mixed  equally 
they  produce  gray.  The  secondary  colors  are  orange,  green  and 
violet.  They  are  made  by  combining  two  adjacent  primary  colors. 
Opposites  on  the  color  circle  are  complements.  In-between  colors 
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are  produced  by  a  predominance  of  one  color;  such  as,  blue  and 
green  mixed  with  a  predominance  of  blue  will  give  a  bluish-green 
or  with  a  predominance  of  green  a  greenish-blue.  A  tint  is  made  by 
adding  white  to  a  color,  while  a  shade  is  made  by  adding  black  to  a 
color. 

Light 

The  color  primaries  of  light  are  red,  green,  and  blue.  Combined 
in  equal  intensity  they  produce  a  white  light.  Color  filters  or  gela- 
tines are  often  used  over  incandescent  lights  to  produce  color  tints 
and  shades.  A  color  filter  will  absorb  all  the  colors  in  the  spectrum 
except  the  one  which  passes  through  the  filter.  That  is,  a  red  gela- 
tine placed  over  a  light  will  pass  only  the  red  through  the  filter  or 
gelatine  and  no  other  colors,  so  that  we  get  a  red  light.  Below  the 
visible  color  spectrum  of  red  to  violet  is  invisible  infra-red,  and 
above  is  invisible  ultra-violet. 

There  are  seventy-two  color  shades  and  tints  of  gelatine  of  which 
there  are : 


Frosts 

Lavenders 

Yellows 

Pinks 

Blues 

Reds 

Magentas 

Blue-greens 

Chocolates 

Purples 

Greens 

Some  of  the  common  and  most  used  color  gelatines  are : 

Nos.  2  and  3,  Flesh  (very  light  pink). 

No.  17,  Surprise  Pink  or  Special  Lavender  (cold  neutral). 

No.  25,  Daylight  Blue. 

No.  27,  Steel  Blue. 

Nos.  54  and  55,  Straw. 

No.  62,  Bastard  Amber  (warm  neutral). 

Daylight,  moonlight,  sunlight  and  other  effects  can  be  produced 
by  using  gelatines  over  lights. 

Basically  the  same  make-up  principles  are  followed  for  the 
application  of  stage  make-up  as  for  any  color  medium.  However,  the 
colors  respond  to  the  human  eye  directly  without  the  "middle  man" 
qualities  or  color  value-changing  properties  of  some  film  and  tele- 
vision mediums.  Red  paint  will  be  red  and  blue  will  be  blue,  except 
when  the  quality  of  the  pigment  color  is  changed  by  a  lighting  effect 
using  a  colored  gelatine  or  colored  light  bulb.  On  stage  we  do  not 
have  to  cope  with  the  color  quality  of  illumination  in  the  same  way 
as  we  do  with  light  balanced  color  film  and  color  television. 


Stage  lighting  is  generally  a  combination  of,  or  single  use  of, 
cold  and/or  warm  neutral  lighting  effects  in  the  playing  area  of  the 
stage;  except  when  the  time  of  day  (early  morning,  dusk  or  night) 
requires  changes  in  the  lighting  scheme  to  create  the  desired  effect. 
Pale  ambers,  straws  and  pale  lavenders  provide  this  neutral  effect. 
To  compensate  for  the  over-all  heightening  of  the  yellow  color  tone 
in  the  light,  the  make-up  should  be  slightly  on  the  pink  side  to 
appear  most  natural  in  balanced  stage  lighting. 

MAKE-UP  AND   LIGHTING   CHART 


Make-up 
Color 

Red 

Yellow 

Lights 
Green 

Blue 

Violet 

Red 

Fades  out 

Stays  red 

Darkens 
greatly 

Darkens 

Lightens  to 
pale  red 

Orange 

Lightens 

Fades 
slightly 

Darkens 

Darkens 
greatly 

Lightens 

Yellow 

Turns 
white 

Turns 
white  or 
fades  out 

Darkens 

Turns 
orchid 

Turns 
pink 

Green 

Darkens 
greatly 

Darkens 
to  dark 
gray 

Fades  to 

pale 

green 

Lightens 

Turns  to 
pale  blue 

Blue 

Darkens 
to  dark 
gray 

Darkens 
to  dark 
gray 

Turns 
to  dark 
green 

Turns 
to  pale 
blue 

Darkens 

Violet 

Darkens 
to  black 

Darkens 
almost 
to  black 

Darkens 
almost 
to  black 

Turns 
orchid 

Turns 
very  pale 

Black,  gray 
tonal  value. 

and  brown  make- 

up  remain  the  same  except  for  very 

light,  almost  imperceptible  changes  in 

Base  shades 

It  is  no  longer  necessary  to  combine  greasesticks  of  No.  5, 
a  yellow  ochre  shade,  and  No.  9,  a  red  ochre  or  almost  russet  shade, 
to  obtain  the  correct  color  for  the  base  shade.  Manufacturers  of 
modern  make-up  have  combined  the  basic  shades  into  many  pre- 
pared shades,  so  there  is  less  margin  of  error  in  trying  to  achieve  the 
same  basic  tone  each  time  the  make-up  is  applied.  With  the  old 
Nos.  5  and  9,  very  often  the  base  tone  was  too  red  when  the  No.  9 
stick  was  applied  too  heavily  or  an  excess  of  the  No.  5  stick  pro- 
duced too  yellow  a  base. 

Max  Factor's  Pan-Cake,  Pan-Stik  and  tube  greasepaint  can  be 
used  for  stage  as  well  as  screen  make-up  providing  the  correct 
shades  are  used.  Factor  colors  in  Pan-Cake  and  Pan-Stik  for 
straight  stage  make-up  are : 
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4A — a  pale  cream  shade  often  used  for  elderly  characters  or  for  highlights. 

2A — contains  pink  tones  and  is  a  very  pleasing  shade  for  female  juvenile 
characters. 

7A — a  ruddy  shade  for  men,  balanced  for  general  lighting  on  large  or  medium 
stages  where  slightly  more  redness  is  required  in  the  base  color. 

24,  25 — panchromatic  shades  which  are  also  very  good  on  stage  as  they  con- 
tain enough  warmth  of  color  to  look  well  on  women. 

5N,  6N — shades  which  are  more  beige  than  24  and  25,  and  can  be  used  when 
there  is  a  predominance  of  pink  or  red  in  the  lighting. 

9N — a  panchromatic  shade  of  a  yellowish  suntan  cast  for  men. 

626DT2 — also  a  tan  shade  for  men  with  less  yellow  overtones;  a  very  natural 
looking  shade  for  men  on  smaller  stages.  Natural  Tan  and  Golden  Tan 
(Pan-Stik  only)  and  Tan-Rose  and  Tan  No.  2  (Pan-Cake)  are  tan  shades 
lighter  than  626DT2  for  women. 


Women 

The  most  important  features  of  the  face  on  stage,  as  in  every 
other  medium,  are  the  eyes  and  lips.  On  stage  there  are  many  ways  to 
make-up  the  eyes  depending  upon  the  type  of  presentation. 

In  straight  make-up  for  small  stages  or  theatre-in-the-round 
central  staging,  the  eyes  can  be  made-up  as  natural  looking  as  for  film. 

For  larger  stages  the  eyelines  may  be  drawn  in  blue  or  black 
pencil  leaving  a  slight  space  between  the  lines  at  the  outer  end  of  the 
eye.  Fill  this  space  in  with  white.  Often,  to  open  the  eye  more  (as  in 
the  case  of  small  eyes),  a  fine  line  of  white  can  be  drawn  inside  the 
lash  line  on  the  lower  lid.  The  eyeshadow  is  applied  on  the  lid  as 
usual  and  blended  slightly  up  over  the  frontal  bone.  A  bit  of  gold 
eyeshadow  can  be  placed  close  to  the  upper  lash  line  to  give  the  eye 
sparkle  for  musicals.  Faintly  rouge  the  frontal  bone  area  with  cheek 
rouge  and  draw  the  brows  in  a  slightly  deeper  tone  than  for  street 
or  screen  make-up.  Heavy  mascara,  cosmetique  or  Type  A  false 
lashes  complete  the  eye  make-up. 

Ballet  make-up  is  often  impressionistic,  so  that  more  color  can 
be  used  in  a  bolder  way  around  the  eyes. 

Eyelines  heavily  drawn  in  blue  or  black,  separated  with  a  line  of 
red  accented  by  white  on  each  side;  heavier  eyeshadow  in  a  rather 
bright  shade;  a  red  dot  in  the  corner  of  the  eye;  and  heavily  drawn, 
strong  eyebrows  often  with  the  outer  ends  inclined  upwards  are 
correct  for  classical  ballet.  The  base  color  is  always  quite  pale  for 
ballet  make-up.  4 A,  2N  or  22  are  often  used  by  ballerinas.  Modern 
ballet  make-up  is  often  not  as  extreme  when  the  cast  is  in  modern 
dress  or  it  can  be  even  more  impressionistic  and  weird  when  the 
theme  of  the  ballet  is  of  a  more  fantastic  nature.  Women  wear  false 
lashes — Type  A  or  AA  in  black  are  best. 
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faint  rouge  over  shadow 

fairly  heavy  eyeshadow 
white  between  lines 

blue  or  black  lines 


drawn  brows 

heavy  eyeshadow 

A  or  AA  black  lash 

white 

red  line 

white 


blue  or  black  lines 


shadow  deeply 

white  mascara  on  lashes 

white  line  inside  lash  line 

d  line  outside  lower  lash  line 

strengthen  with  shadow 


highlight  bag  under  eyes 


white  rubbed  into 
brows  with  brush 

highlight  fold  of  eyelid 


crowsfeet  lines  with 
highlight  between 


,<m. 


STAGE  MAKE-UP.  Top:  Eye  make-up  for  large  stages.  Upper  center:  Eye  make-up  for 
ballet.  Lower  center:  Ageing  eyes  for  the  stage.  Bottom:  Lip  outlining  for  the  stage. 
Left:  The  natural  lips.  Right:  Lips  outlined  with  brown  pencil. 
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The  1/2  or  2/3  Upline  is  best  for  the  stage.  Deep,  bright  tones  of 
lipstick  are  better  than  pale  or  pastel  shades  for  most  uses.  Use  the 
pastel  shades  only  when  meek,  mild  characters  are  called  for.  If  the 
stage  is  very  large  or  the  lighting  dim,  the  lips  can  be  outlined  with 
brown  pencil  to  give  them  definition.  Cheek  rouge  should  be  of  the 
same  tonal  value  as  the  lipstick  so  that  they  will  match. 

Delineation  of  character  by  rouge  shades  is  often  possible  in  stage 
make-up.  As  with  lipstick,  a  meek  or  stay-at-home  character  would 
wear  a  more  subdued  shade  while  a  more  vivacious  type  (or  those  in 
musical  comedy)  would  wear  a  brighter  shade.  The  orange  shades 
of  rouge  should  be  avoided  as  they  are  generally  too  garish  and 
unnatural  in  appearance.  A  rosy  glow  is  far  more  pleasant  and 
fresh  appearing.  Whether  it  is  moist  or  dry,  cheek  rouge  should  be 
applied  to  the  most  prominent  part  of  the  cheekbone  and  blended  in 
all  directions,  taking  care  not  to  get  it  too  close  to  the  nose  or  eyes 
or  too  far  down  on  the  cheek.  Be  certain  that  the  outer  edges  blend 
into  the  base  with  no  line  of  demarcation.  Considerably  more  rouge 
can  be  used  on  a  larger  stage  with  many  lights  than  on  a  smaller 
one. 

The  main  point  to  observe  with  children  on  the  stage  is  to  keep 
them  natural  and  do  not  overmake-up.  Refer  to  the  section  on 
children's  make-up  on  page  58  for  make-up  colors  to  use. 

Men 

Modern  straight  stage  make-up  for  men  should  be  kept  simple 
and  not  have  an  "overpainted"  look.  Avoid  bright  colors  of  cheek 
and  lip  rouge.  Do  not  line  the  eyes  heavily.  Fine  brown  or  blue 
lines  can  be  drawn  on  the  upper  lash  lines  on  large  stages,  but  do  not 
make  them  heavy.  Brows  should  be  brushed  and  kept  a  natural 
color  unless  they  are  very  light  blonde  and  would  wash  out  under 
the  lights.  Deepen  them  with  medium  or  light  brown  pencil  in  the 
latter  case.  Use  brown  mascara  only  if  the  man  has  very  blonde 
lashes.  Do  not  forget  the  make-up  on  the  ears,  back  of  neck  and 
hands,  or  body  if  it  shows.  Often  a  deep  natural  tan  from  the  sun 
(or  a  sunlamp)  is  all  the  make-up  some  actors  use  to  keep  the 
natural  look  on  stage. 

For  period  plays  men  can  use  more  make-up.  The  Restoration 
plays,  Gilbert  and  Sullivan  operettas,  grand  opera,  and  so  forth 
require  the  male  to  look  considerably  more  painted  and  "classical" 
in  appearance.  Ballet  make-up  for  men  closely  resembles  that  used 
for  women.  For  classical  ballet,  deeper  shades  of  base  are  used,  but 
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the  lips  and  eyes  (except  for  false  lashes)  are  made  up  heavily.  Base 
shades  can  be  the  same  as  for  regular  stage  make-up. 

Wigs,  beards  and  other  hair  goods  should  be  as  finely  made  for 
the  stage  as  for  any  other  medium.  Avoid  using  the  old  time  stage 
wigs  and  beards  on  heavy  gauze  except  for  comedy  effects. 

Character  make-up 

Racial  and  national  make-up  shades  are  the  same  as  for  the 
other  mediums,  as  are  the  special  and  popular  types  discussed  later. 
However,  for  age  character  make-up  certain  color  differences  are 
required  for  the  over-all  redness  necessary  for  stage  make-up.  Lines 
can  be  drawn  in  Max  Factor's  maroon  pencil  for  age  effects  and 
some  dark,  dry  or  moist  rouge  (such  as  Max  Factor's  No.  4)  can  be 
blended  into  the  shadow  areas  to  give  them  the  correct  depth  of 
reddish  color.  Stein's  also  have  a  Pan-Cake  type  make-up  No.  9 
which  is  a  lake  shade.  Highlights  can  be  done  in  white  for  very  large 
theatres  or  with  Factor  4A  or  21  for  smaller  ones. 

Another  good  method  to  create  the  appearance  of  age  on  stage  is 
not  to  use  any  base,  but  continue  the  remainder  of  the  make-up  as 
usual.  Highlights  and  shadows  are  added  directly  to  the  face  without 
a  base  coat  and  the  make-up  then  powdered  with  white  talc  to 
achieve  a  sallow  or  pale  skin  tone  effect.  This  works  very  well  when 
changing  youth  to  old  age  because  the  younger  characters  (who  are 
in  straight  make-up)  have  a  healthy  appearance  while  the  older- 
appearing  ones  will  look  rather  sallow  and  pale  in  stage  lighting. 

Lips  should  be  covered  with  base  color,  then  a  little  No.  6  blue- 
gray  liner  can  be  used  over  this  to  deepen  their  color.  The  eyes  in 
very  old  age  can  be  made  up  as  shown  in  the  illustration  on  page  9 1 . 

A  rather  heavy  white  line  is  drawn  inside  the  lower  lash  line  to 
open  up  the  lower  part  of  the  eye  so  that  it  appears  to  have  a  sagging 
lower  lid.  The  red  line  below  the  lashes  will  accent  this.  White 
mascara  on  the  lashes  will  dull  them  and  make  the  eye  appear  more 
lifeless.  The  brows  are  rubbed  in  the  opposite  direction  of  their 
growth  with  white  liner  to  make  them  appear  straggly  and  old- 
appearing. 

In  general,  the  same  principles  can  be  followed  on  stage  char- 
acter make-up  as  for  the  other  mediums  as  long  as  the  correct 
colors  are  used.  Charts  for  age  character  make-up  for  men  and 
women  and  also  for  straight  make-up  can  be  found  in  Appendix  B, 
page  221. 


93 


8 


COLOR  TELEVISION 


Monochromatic  or  black-and-white  television  make-up  requires 
that  the  make-up  artist  visualize  the  effect  in  gradients  of  the  gray 
scale  to  ascertain  the  correctness  of  the  tonal  value  of  the  skin. 
Shadows  are  deeper  grays  while  highlights  are  lighter  shades  than 
the  skin  tone  median  selected  by  the  co-operative  efforts  of  the 
make-up  artists,  lighting  directors  and  video  engineers.  Each  of 
these  people  in  turn  can  control  to  a  certain  extent  the  gray-scale 
skin  tone  of  the  performer  on  the  screen,  and  each  by  the  operation 
of  his  craft  complements  the  others  in  producing  a  skin  tone  effect 
which  will  look  natural  for  the  engineer  at  master  control  to  send 
out  as  a  signal. 

Picture  signals  are  "painted"  on  a  monochromatic  television 
receiver  tube  by  the  modulated  intensity  of  a  spot  or  beam  of 
luminescence  which  sweeps  across  from  left  to  right  on  the  face  of 
the  tube.  This  spot  travels  back  and  forth  in  a  descending  pattern 
from  the  top  to  the  bottom  of  the  tube  in  about  1  /60  second.  As 
this  cycle  occurs  repeatedly  it  gives  the  effect  of  motion  on  the 
screen. 

In  color  television  the  additive  properties  of  colored  lights  are 
employed  to  produce  tonal  values.  A  plate  in  the  receiver  tube, 
known  as  the  phosphor  plate,  is  a  glass  screen  covered  with  over  a 
million  small  dots  (for  the  21  inches  size  tube).  One- third  of  these 
dots  will  glow  green;  one-third,  red;  and  the  remaining  one-third 
blue  under  the  influence  of  electronic  beams.  These  beams  are  shot 
from  three  electron  guns  placed  in  the  neck  of  the  tube,  one  for 
each  of  these  primary  light  colors. 

The  dots  on  the  plate  are  placed  in  clusters  of  three,  one  of  each 
color,  over  the  entire  surface  of  the  plate  and  are  so  small  that  they 
cannot  normally  be  distinguished  from  each  other  at  the  regular 
viewing  distances.  When  the  three  guns  are  emitting  proportionately 
equal  full-strength  signals,  white  light  is  produced.  If  these  emis- 
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sions  are  decreased  in  intensity  gradually  to  near  zero,  but  still 
kept  in  equal  proportions,  light  gray  to  black  can  be  produced.  If 
the  blue  gun  beam  is  strong  while  the  others  are  low  or  near  zero, 
the  color  on  the  screen  will  be  of  a  blue  tone.  By  adding  or  sub- 
tracting various  amounts  of  each  color  as  emitted  from  the  electron 
guns,  any  shade  or  tone  in  the  visible  spectrum  can  be  reproduced 
on  the  face  of  the  tube. 

Two  factors  affect  the  amount  and  tonal  value  of  the  color  on  a 
color  television  receiver  and  they  are  known  as  the  luminance  or 
light  signal  and  the  chrominance  or  color  signal.  They  combine  to 
form  the  video  signal  which  is  transmitted  for  reception  on  color 
receivers. 

As  to  compatibility,  or  the  reception  of  a  color  telecast  on  a 
monochromatic  receiver,  only  the  luminance  portion  will  be  sup- 
plied to  the  single  electron  gun  in  the  monochrome  tube  to  produce 
a  black-and-white  version  of  the  signal,  while  the  visibility  of  the 
chrominance  portion  of  the  signal  will  be  materially  reduced. 

Ambient  or  surrounding  light  in  the  viewing  room  has  an  effect 
on  the  picture  being  viewed  on  either  television  or  motion  pictures. 
In  film  theatres  or  home  movies  the  amount  of  ambient  light  is  kept 
at  a  low  level  which  makes  possible  pictures  of  excellent  contrast 
on  the  screen. 

Control  of  ambient  light  is  very  important  in  viewing  motion 
pictures  because  the  reflecting  screen  upon  which  the  picture  is 
projected  does  not  distinguish  to  any  great  degree  between  image 
and  ambient  light.  *** — 

However,  in  television,  the  image  is  transmitted  rather  than 
reflected  to  the  viewer,  so  the  control  of  the  ratio  of  image  to 
ambient  light  is  controllable  to  a  high  degree.  The  amount  of 
ambient  light  in  the  home  when  viewing  television  is  generally  much 
higher,  so  to  compensate  for  this  and  maintain  adequate  contrast 
under  these  conditions,  neutral  density  filters  are  built  into  the  tube 
face  plate  and  the  safety  glass  on  monochromatic  receivers.  The 
initial  brightness  of  the  phosphor  image  is  quite  bright  in  this  case, 
so  the  room  does  not  need  to  be  dark  to  view  black-and-white 
pictures. 

Color  sets,  however,  do  not  have  this  great  amount  of  image 
brightness.  Therefore,  only  one  neutral  density  filter  is  incorporated 
in  the  tube  face  plate  and  the  ambient  light  must  be  kept  at  a  much 
lower  level  for  viewing.  Until  highlight  brightness  of  color  sets  can 
be  raised  to  equal  monochromatic  receivers,  the  ambient  light  level 
in  the  viewing  room  must  be  kept  low. 
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Lighting  and  picturization 

A  color  temperature  of  2800  to  2900  degrees  Kelvin  (tungsten 
lighting)  is  employed  on  color  television  and  the  interior  studio 
lighting  is  held  to  a  ratio  of  about  2  to  1  for  color  television  in  con- 
trast to  a  maximum  of  about  4  to  1  for  color  film  work.  Another 
expression  of  this  would  be  to  state  that  the  most  brightly  lit  section 
/  of  a  color  television  studio  receives  no  more  than  twice  the  light 
falling  on  the  dimmest  lit  section.  Monochromatic  television  uses 
about  75  to  100  footcandles  of  light  for  production  purposes,  while 
color  studios  require  360  footcandles  of  light  for  efficient  response 
and  operation. 

Another  factor  to  be  considered  is  the  reflective  value  of  sets, 
costume  materials  and  make-up  used  for  color  television.  Each 
affects  the  other  to  a  high  degree  in  relation  to  skin  tone.  Reflec- 
tance is  the  term  used  to  express  the  percentage  of  incident  light 
which  is  reflected  from  an  object.  Black  velvet  has  approximately 
I  2  per  cent  reflectance,  while  some  white  paper  is  as  high  as  90  per 
/  cent.  This  means  that  with  a  ratio  of  1  to  45,  the  exposure  for  photo- 
graphy could  be  set  in  the  center  of  the  photographic  range  and  no 
difficulty  in  reproduction  would  occur.  Normally,  it  is  extremely 
rare  to  have  such  a  wide  range  in  a  picture  and  the  reflectances 
seldom  exceed  1  to  16  even  with  dark  clothing  and  white  settings. 

Reflectances  in  television  approximate  the  same  values  so  these 
principles  in  general  are  applicable.  However,  the  color  television 
system  can  be  balanced  to  accept  materials  or  settings  of  high 
/  reflective  value.  In  this  case  the  make-up  must  be  commensurately 
lighter  in  tone  to  standardize  this  balance  and  bring  the  skin  tones 
down  in  coloration. 

Correctness  of  flesh  tones  is  recognizable  immediately  in  color, 

and  while  any  other  tint  or  shade  may  be  varied  lighter  or  darker, 

/skin  coloration  must  appear  normal  in  relation  to  the  time  of  day 

1    or  created  lighting  effect.  In  ratio  to  the  other  colors  appearing  on 

the  screen,  the  flesh  tones  should  register  above  the  middle  of  the 

ratio  scale  on  a  meter  reading. 

Another  property  of  light  is  its  tendency  to  shift  its  value  of 
reflectivity  in  film  or  amount  of  luminance  in  television.  Lumi- 
nance shift  means  that  the  average  brightness  of  the  scene  in  a 
J  television  studio  is  affected  when  very  light  or  white  and  very  dark  or 
black  wardrobe,  scenery  or  make-up  are  placed  in  view  of  the 
camera.  At  present  these  conditions  are  monitored  in  the  studio 
control  room  by  the  video  engineer  who  can  balance  the  signal 
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relative  to  the  darkest,  lightest  and  skin  tone  values  of  the  gray  or 
color  scale.  The  home  viewer  does  have  a  brightness  knob  on  his 
monochromatic  receiver,  but  this  controls  only  the  received  signal 
from  the  transmitter  and  not  the  average  brightness  of  the  scene. 
Most  color  television  receivers  (at  the  time  of  writing)  have  an 
additional  set  of  controls  for  a  circuit  which  is  necessary  to  maintain 
the  white  balance  and  the  correct  colorimetry  in  a  three-gun  color 
tube  system.  In  film,  one  bright  object  can  bloom  in  the  same  manner 
because  of  its  high  reflectance  of  light  at  a  certain  exposure,  but  the 
average  brightness  is  not  affected  in  the  same  manner  as  it  is  on  tele- 
vision. 

Summary :  television  and  film  picturization 

To  summarize,  because  the  television  system  is  an  electronic  one 
rather  than  a  photographic  one,  there  are  a  number  of  differences 
between  film  and  television  picturizations  some  of  which  have  a 
definite  effect  on  the  make-up : 

1 .  There  is  apt  to  be  less  color  uniformity  in  the  picture  of  a  color 
television  image  than  in  color  film.  The  use  of  more  than  one 
camera  in  television  studios  for  production  purposes  makes  pro- 
blems for  the  engineers  who  must  balance  all  cameras  used  on  a 
telecast  to  the  same  chromatic  output  as  well  as  light  signal  output. 
Incorrect  exposure,  development  or  printing  can  produce  a  some- 
what similar  effect  in  film. 

2.  Electronic  bleeding  on  the  periphery  of  images  is  another  pro- 
blem encountered  in  color  television  which  is  electronically  con- 
trollable and  correctable.  Photographically,  this  bleeding  generally 
occurs  in  process  shots  and  correction  for  this  type  of  bleeding 
effect  is  extremely  difficult  as  it  often  produces  a  rather  greenish 
haze  or  flicker  around  the  image. 

3.  According  to  the  Society  of  Motion  Picture  and  Television 
Engineers,  the  image  structure  difference  between  television  and 
motion  pictures  is  relatively  as  follows : 


IMAGE   STRUCTURE   ON   TV  AND    MOTION    PICTURES 


Resolution 

in  lines 

Color                Mono. 

8  mm. 

16  mm. 

35  mm. 

TV                     TV 

MP 

MP 

MP 

Horizontal 

2801                   320 

230 

490 

1,000 

Vertical 

350                    350 

230 

490 

1,000 

Product  H  x  V 

98,000             112,000 

52,900 

240,000 

1,000,000 

Screen  ratio 

approximately  4  to  3. 

Restricted  bandwidth  available  for  the  luminance  necessary  to  accommodate  the  chrominance  signal. 
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This  means  that  the  image  structure  product  of  resolution,  which 
is  an  expression  of  the  clarity  of  the  viewed  image,  is  less  on  color 
television  than  monochromatic,  television  and  far  less  in  both  cases 
than  even  16  mm.  film.  Because  of  this,  the  clarity  of  the  images  is 
far  less  on  television  than  in  motion  pictures.  This  effect  also  has 
relation  to  the  fact  that  the  television  image  is  compressed  to  a  small 
screen  while  motion  pictures  are  projected,  providing  an  expanded 
image  on  the  screen.  Also,  because  the  horizontal  resolution  is 
forty  lines  less  on  color  television,  the  compatible  picture  in  the 
monochromatic  home  receiver  has  far  less  clarity  than  the  picture 
of  a  normal  monochromatic  telecast.  However,  the  shadows  and 
highlights  are  much  less  pronounced  because  of  the  color  studio 
light  ratio  and  this  provides  a  softer  appearing  picture. 

4.  The  visible  effect  of  electronic  camera  "noise"  on  television, 
especially  color,  is  substantially  greater  than  the  grain  of  the 

/  average  color  release  print.  Although,  theoretically,   additional 

/    lighting  could  control  the  "noise",  the  required  amount  of  light 

'     would  be  prohibitively  great.  As  it  is,  three  to  five  times  more 

light  is  required  in  color  studios  than  in  monochromatic  ones  for 

the  same  signal-to-noise  ratio  level  in  the  received  picture. 

5.  More  facial  distortion  which  is  out  of  the  correctible  confines  of 
the  make-up  artist's  realm  is  encountered  in  television  than  on 
film.  While  photography  normally  preserves  the  general  shapes  of 

\J  objects,  television  has  a  tendency  to  distort  them  if  the  receiver 
scanning  circuits  are  not  properly  designed  or  operated.  This  is,  of 
course,  irrespective  of  the  camera  angle  or  lens  with  which  distor- 
tion both  on  film  and  television  can  be  created  in  an  optical  sense. 

General  make-up  problems 

Compatible  color  is  the  system  devised  by  the  Radio  Corpora- 
tion of  America  and  is  now  in  use  by  all  the  major  networks  for  the 
transmission  of  color  television.  It  simply  means  that  the  transmitted 
picture  can  be  viewed  either  in  color  on  color  sets  or  in  black-and- 
white  on  monochromatic  receivers.  In  view  of  this,  any  make-up 
designed  for  one  medium  must  meet  the  specifications  and  problems 
of  the  other.  All  foundation  bases,  lipsticks,  eyeshadows  and  other 
items  used  by  the  make-up  artist  must  be  thoroughly  tested  on 
camera  on  the  actors  to  ascertain  whether  or  not  the  materials  are 
compatible.  For  just  as  in  color  motion  pictures,  the  only  true  test 
of  a  make-up  shade  is  actually  to  see  it  on  the  person  on  camera. 

This  is  doubly  important  when  compatibility  is  kept  in  mind.  For 
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example,  a  medium-dark  shade  of  red  lipstick  is  used  for  mono- 
chromatic television  in  most  cases.  However,  because  the  black- 
and-white  portion  of  a  color  telecast  does  not  reproduce  colors 
with  the  same  gray  scale  tonal  values  as  a  totally  monochromatic 
one,  the  same  shade  of  lipstick  if  used  on  a  compatible  color-show 
would  appear  much  too  dark  on  the  black-and-white  portion  of  the 
telecast.  Therefore,  the  lipstick  for  color  television  has  much  less 
blue  in  its  content  and  is  on  the  orange  or  slightly  pinkish-red  side. 

Most  reds  with  any  amount  of  blue  in  their  composition  are 
intensified  on  color  television.  Although  the  system  can  be  balanced 
to  accept  almost  any  color,  there  will  be  an  appreciable  effect  on 
the  other  colors  which  will  at  times  lead  to  difficulty  in  establishing 
a  good  skin  tone. 

A  note  of  caution — never  use  the  staining  or  so-called  24-hour 
lipsticks  when  applying  make-up  for  any  type  of  color  film  or 
television  work.  They  contain  a  pinkish-bluish  stain  which  is 
difficult  to  remove  from  the  skin  if  the  lipstick  color  has  to  be 
changed  during  or  for  a  production. 

The  foundation  bases  must  also  be  viewed  with  compatibility  in 
mind,  but  the  problem  in  this  case  is  not  as  acute.  Almost  any  series 
of  shades  can  be  used  for  black-and-white  television  or  motion 
pictures  to  achieve  the  desired  skin  tone  effect  in  the  gradients  of  the 
gray  scale.  The  foundation  bases,  therefore,  must  be  designed 
primarily  to  get  the  best  skin  tone  in  color. 

The  exception  to  this  rule  (there  always  is  one!)  is  when  deep 
colors  such  as  bright  reds,  blues  or  greens  are  desired  as  a  facial 
coloration  for  a  fantastic  character.  Very  often  in  such  a  case  (for 
instance  the  Red  Queen  in  Alice  in  Wonderland)  the  make-up  looks 
too  dark  or  "muddy"  in  effect  on  the  black-and-white  screen  while 
looking  excellent  on  the  color  monitor.  In  this  case,  the  color  make- 
up must  be  lightened  to  provide  a  better  picture  on  the  black-and- 
white  portion,  at  the  same  time  attempting  to  preserve  the  desired 
coloration  for  the  color  portion  of  the  telecast.  A  good  knowledge 
of  mixing  primary  paint  colors  is  quite  important  to  the  make-up 
artist  when  dealing  with  color  television. 

Max  Factor  produces  a  series  of  Pan-Stik  colors  called  CTV-W 
from  1  to  10  which  has  so  far  proved  to  be  best  for  most  purposes  in 
color  television.  In  the  experimental  stage  two  other  series  were 
also  considered ;  one  being  a  CTV  (cold)  series  with  less  red  comple- 
ment than  the  CTV-W  group  and  the  other  a  CTV-G  series  with  a 
slightly  greenish  complement  to  combat  the  redness  of  sunburned  or 
ruddy  skin  when  color  television  in  its  early  stages  was  severely 
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plagued  by  an  over-all  red  cast  in  the  skin  tones.  Both  these  latter 
series  are  now  obsolete  for  general  use  as  bases,  but  they  do  find  use 
in  some  cases  of  character  work.  Again,  because  of  balancing, 
almost  every  shade  of  make-up  manufactured  will  at  some  time  be 
found  to  be  the  best  for  creating  the  desired  skin  tone.  This  is 
especially  true  of  fantastic  characters  whose  skin  tones  are  not 
necessarily  "human"  in  coloration.  There  is  also  a  CTV-W  series 
in  Pan-Cake. 

More  shading  on  jawlines,  cheeks  and  frontal  bones  can  be  done 
for  color  television  than  color  motion  pictures  because  of  the 
smallness  of  the  screen  and  the  low  resolution  of  the  color  television 
system.  Highlights  can  be  applied  with  about  the  same  intensity  as 
for  monochromatic  television. 

Eyeshadow  colors,  especially  blues  and  greens,  can  be  of  high 
color  value  and  intensity  as  compared  with  those  used  in  color  film 
work.  Bright  shades  of  eyeshadow  can  generally  be  used  with 
excellent  effect  without  looking  overdone  on  color  television. 

In  general,  facial  make-up  is  applied  more  liberally  for  color 
television  than  for  color  films  so  as  to  cover  the  natural  skin  tone. 
For  film,  the  thinnest  possible  coating  of  Pan-Stik  or  similar  base  is 
applied  to  the  skin,  especially  on  men,  to  maintain  a  natural  look 
and  to  allow  some  of  the  natural  skin  tone  coloration  to  penetrate 
the  make-up.  Color  television  make-up,  on  the  other  hand,  should 
cover  more  completely  the  natural  skin  coloration  because  the  great 
differences  in  natural  skin  tone  which  are  true  to  life  sometimes  do 
not  reproduce  with  the  same  degree  of  naturalness  in  color  tele- 
vision. 

Body  make-up  is  more  important  in  color  than  monochromatic 
television.  Natural  skin  coloration  has  a  tendency  to  go  pinkish  or 
slightly  bluish  in  tone  depending  on  the  depth  of  color  or  pigmen- 
tation in  the  natural  skin.  A  deep  tan  often  appears  maroonish  in 
color.  It  has  been  found  that  an  equal  mixture  of  Max  Factor's 
CTV  and  N  series  of  Pan-Cake  is  generally  the  best  combination  for 
body  make-up.  That  is,  CTV-5  combined  with  5N  would  be  approxi- 
mately the  correct  shade  to  use  if  the  facial  base  were  CTV-5W. 

All  wigs  and  other  hair  goods,  especially  those  with  gray  in  them, 
should  be  tested  on  camera  before  use.  Grays  have  a  tendency  to 
darken  or  lighten  depending  on  how  the  color  system  is  balanced  for 
a  particular  show.  Even  a  light  gray  beard  on  a  show  balanced  for 
many  light  sets  and  costumes  will  go  very  dark  in  relation  to  its 
true  coloration.  Again,  light  costumes  and  light  colored  sets  always 
mean  lighter  shades  of  foundation  base.  Often,  bases  four  to  five 
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shades  lighter  than  those  suggested  on  the  charts  are  feasible  when 
the  settings  have  much  white  in  them. 

Make-up  for  women 

No  basic  change  is  made  in  the  general  application  of  make-up 
and  the  basic  principles  described  earlier  can  generally  be  followed. 

Pan-Stik  is  the  foundation  used  in  most  cases  and,  in  general,  if 
the  skin  tone  is  dark  a  lighter  base  is  used,  while  if  the  natural  skin 
tone  is  light  in  color  a  deeper  base  is  preferable.  These  principles 
are  applied  so  that  the  variances  of  natural  skin  tone  can  be  brought 
to  a  controllable  norm  of  coloration  for  correct  balancing  of  skin 
tone  by  the  video  engineers  in  the  control  room. 

CTV-5W  is  the  regular  shade  for  most  women,  with  CTV-4W 
being  used  when  a  lighter  shade  is  desired  and  CTV-6W  when  a 
deeper  shade  is  needed.  The  best  powder  is  Max  Factor  C3-238 
or  Westmore  Tru-Glo  for  most  purposes.  Plain  white  talc  can  be 
employed  when  a  slightly  colder  effect  is  desired. 

Cheek  rouge  should  be  rather  pale  in  color  and  not  "hot".  Light 
Technicolor  Dry  Rouge  or  Lip  Pomades  7-26  or  7-22  can  be  used. 
Sometimes  Flame  moist  rouge  is  a  good  shade.  Eyelines  are  black 
on  the  upper  and  brown  on  the  lower  lash  lines.  Black  mascara  is 
best,  because  it  is  needed  for  definition.  Eyeshadows  can  be  No.  6 
blue-gray  or  brighter  colors  (as  previously  discussed).  Lipstick  colors 
can  be  Westmore  Subtle  Red  or  Subtle  Pink  or,  better  still,  special 
lip  colors  made  by  NBC  in  New  York  called  NBC  40  or  40A. 
Factor  7-22,  7-22B  or  7-26  can  also  be  used. 

Make-up  for  men 

CTV-7W  is  the  normal  shade,  while  CTV-6W  can  be  used  for  a 
lighter  and  CTV-8W  for  a  darker  base.  If  the  lips  are  rather  deep 
red  in  color,  carry  the  base  shade  over  the  lips  to  minimize  their 
redness.  Ears  must  be  made  up  as  well  as  the  backs  of  necks  so  as  to 
match  the  facial  coloration.  No  eyelines,  eyeshadow  or  rouge  are 
used  and  brown  mascara  is  applied  to  the  brows  and  upper  lashes 
only  if  they  are  very  blonde.  Body  make-up  can  be  a  mixture  of  7N  and 
CTV-7  Pan-Cake. 

Other  make-ups 

Children  can  use  CTV-2W  or  3W  as  a  base  with  very  little  else. 
Lips  can  be  slightly  touched  with  7-22  color  if  necessary. 
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Negro  men  seldom  need  make-up,  but  the  facial  shine  can  be 
minimized  by  either  using  powder  or  a  light  coat  of  Negro  No.  1 
or  Dark  Egyptian  Pan-Cake.  Negro  women  can  be  made  up  with 
the  N  series  in  most  cases,  using  7N  or  8N  unless  the  skin  tone  is 
quite  deep,  when  the  Egyptian  shades  can  be  used.  Other  racial 
types  can  be  made  up  as  previously  discussed  for  color  television 
and  then  tested  on  camera. 

Age  and  other  character  make-ups  can  be  applied  in  the  same 
manner  as  for  monochromatic  television  except  that  the  base  shades 
should  be  kept  in  the  CTV  series  for  the  first  test.  CTV-3W  or  4W 
for  elderly  women  and  CTV-5W  or  6W  for  men  are  best  to  start 
testing  from.  Shading  can  be  applied  with  base  shades  four  tones 
darker  than  the  foundation  selected,  deep  shadows  being  done  with 
the  deep  brown  colors  in  the  665  series.  Dark  brown  and  maroon 
pencils  can  be  used  for  accenting  the  lines.  Highlights  can  be  four 
shades  fighter,  Pan-Stiks  CTV-1G,  1W  or  White  being  some  of  the 
shades  which  can  be  used. 
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RACIAL  AND  NATIONAL  TYPES 


The  three  main  racial  types  are  the  Caucasoid,  Mongoloid  and 
Negroid.  Out  of  these,  and  combinations  of  these  races  are  made  up 
all  the  national  types  of  the  world.  There  are  a  great  many  national 
groups  that  are  only  rarely  encountered  as  characters  in  action 
picture  and  television  scripts,  while  certain  others  appear  constantly. 

Make-up  to  change  racial  type 

Most  actors  and  actresses  in  television  and  motion  pictures  are 
Caucasoid  in  type,  and  national  changes  within  this  racial  type  can 
be  accomplished  without  too  much  make-up  change.  However,  if 
the  race  must  be  changed  from  Caucasian  to  Mongolian  or  a  mix- 
ture of  the  Negroid,  the  make-up  will  be  considerably  more  in- 
volved. 

Nowadays  it  is  seldom  necessary  to  make  such  racial  changes  as, 
for  example,  we  have  many  fine  Negro  and  Mongoloid  performers 
who  can  naturally  portray  people  in  their  racial  groups.  However, 
sometimes  a  specific  Caucasian  actor  is  wanted  to  play  an  American 
Indian,  say,  or  an  Asiatic  Mongoloid  type.  In  such  cases,  we  must 
reconstruct  the  facial  features  to  resemble  the  characteristics  of  a 
different  racial  group.  It  is  with  this  in  mind  that  the  make-up 
directions  of  this  chapter  are  framed. 

Head  Shapes 

Some  generalized  basic  head  shapes  of  the  three  races  are  illustra- 
ted on  page  104. 

Note  how  the  size  of  the  lips  increases  from  Caucasoid  to  Negroid, 
and  how  the  shape  of  the  nose  changes.  The  squareness  of  the 
Mongoloid  jawline  and  the  length  of  the  Negroid  face  are  also  general 
differences  from  the  Caucasoid  type.  Prognathism  is  difficult  to 
achieve  with  make-up,  as  is  true  lip  eversion.  However,  some  changes 
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HEAD  SHAPES.  Left:  Caucasoid.  Center:  Negroid.  Right:  Mongoloid.  General  differences 
from  theCaucasian  type  lie  in  the  size  of  the  lips  and  the  shape  of  the  nose  in  the  Negroid 
type  and,  in  the  Mongoloid  type,  in  the  shape  of  the  eyes  and  the  squareness  of  the  jaw. 


can  be  created  with  highlight  and  shadow  which  are  effective  at 
some  camera  angles.  The  width  of  the  Mongoloid  jawline  can  be 
created  with  a  highlight  on  this  area  as  can  the  slope  of  the  forehead 
be  increased  with  a  shadow. 

Base  Shades 

The  skin  tones  of  racial  types  range  from  pale  pink  to  deep 
blackish-brown;  therefore,  make-up  bases  cannot  be  confined  to 
the  same  few  series  that  were  used  for  Caucasian  straight  or  age 
make-up. 

The  665  series  of  Pan-Stik  colors  from  F  to  I  range  from  a  healthy 
sun-tan  to  a  deep  sun-tan;  from  J  to  N  are  deepening  shades  of 
warm  brown;  and  O  to  R  are  dark  to  very  dark  browns.  K-l  and 
K-2  are  sun-tan-brown  tones  with  less  warmth  than  665-K  and 
665-1  (approximate  comparison).  The  Egyptian  shades  are  also 
browns  but  of  a  warmer  tonal  value  than  the  K  group.  For  a 
violet-gray-brown  East  Indian  skin  tone  use  the  7-32  series.  Body 
make-up  in  Pan-Cake  can  be  K-l,  K-2,  Light,  Dark  or  Extra  Dark 
Egyptian,  Eddie  Leonard,  Negro  1  and  2,  and  Hawaiian  Bird  of 
Paradise,  Men  and  Women. 

The  very  pale  olive  to  yellow  skin  tones  in  Pan-Stik  are  4A, 
Olive,  Deep  Olive,  some  of  the  CTV  (cold)  shades  and  Chinese.  In 
Pan-Cake,  4A,  Tan  1,  some  of  the  CTV  series,  and  Chinese  can  be 
used.  More  ruddiness  can  be  obtained  by  adding  2A  to  the  women's 
make-up  and  7A  to  the  men's  make-up  colors. 
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RACIAL  TYPES.  There  are  three  main  racial  types:  the  Caucasian,  the  Mongoloid  and 
the  Negroid.  The  normal  characteristics  of  the  Caucasian  type  are  too  familiar  to  need 
illustration.  Typical  examples  of  the  Mongoloid  and  Negroid  types  are  shown  above. 
Top:  Mongoloid  male  and  female.  Bottom:  Negroid  male  and  female. 


It  is  well  to  note  that  the  deeper  the  base  tone  of  make-up  used, 
the  less  the  shading  (if  any  is  applied)  will  show  up.  Bases  should  be 
applied  first  when  doing  make-ups  of  national  types  and  the  high- 
lights and  shadows  applied  afterward.  Shadows  can  be  a  shade  three 
or  four  tones  darker  than  the  base.  Black  can  be  used  when  the  base 
color  is  a  dark  brown  shade.  Highlights  should  be  shades  three  to 
four  shades  lighter  than  the  base  color. 

People  living  close  to  the  equator  generally  have  shiny  skins 
because  of  excess  natural  perspiration,  so  do  not  powder  after  the 
Pan-Stik  is  applied.  Pan-Cake  can  be  given  a  shine  by  buffing  with 
a  towel.  Additional  "perspiration"  can  always  be  added  by  stippling 
the  face  with  glycerine. 

Eyes 

The  eyefold,  or  epicanthic  fold,  of  the  Mongolian  race  is  one  of 
the  basic  facial  differences  which  must  be  created  with  make-up 
when  a  Caucasian  type  is  to  look  Mongolian.  The  appearance  of 
the  fold  can  be  created  with  a  white  highlight  starting  in  the  inner 
corner  of  the  eye  and  extending  over  the  lid  where  the  eyeshadow 
normally  is  applied.  The  eyes  are  then  lined  in  black  as  shown  in 
the  illustration  on  page  107. 

This  is  effective  in  long  shots  on  black-and-white  television  and  on 
stage,  but  a  prosthetic  is  necessary  in  all  other  mediums  or  for 
closer  shots  in  television.  This  prosthetic  can  be  made  of  latex  and 
adhered  with  Max  Factor  Adhesive  to  the  periphery  of  the  eyesocket. 
It  is  then  covered  with  Rubber  Mask  Greasepaint,  or  some  other 
similar  product  which  will  not  attack  the  latex,  in  a  shade  which 
matches  the  rest  of  the  base  color.  Powder  heavily  to  absorb  all  the 
oil  in  the  Rubber  Mask  Greasepaint  if  this  product  is  used. 

An  interesting  eye  effect  can  be  obtained  by  gluing  the  upper 
lashes  on  their  outer  ends  to  the  upper  eyelid,  which  gives  the  eye 
a  sloe  or  oblique  appearance  often  desirable  for  American  Indian, 
Mexican  and  some  Asiatic  types.  This  can  best  be  done  by  applying 
Duo  Liquid  Adhesive  to  both  the  lash  and  the  eyelid  and  then 
drying  thoroughly  before  pressing  them  together.  As  latex  will 
adhere  to  latex  if  it  is  now  powdered,  a  quick  but  lasting  adhesion 
will  take  place. 

The  Negroid  eye  has  a  slightly  elliptical  obliqueness  at  times 
which  can  be  created  with  eyeshadow  and  lining.  Black  must  be 
used  so  that  it  will  stand  out  enough  against  the  dark  base  color.  A 
slightly  upturned  angle  on  the  outer  end  of  the  eyelining  will 
generally  suffice. 
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MONGOLIAN  EYEFOLD  and  SLOE  EYE.  Top  left:  The  natural  Caucasian  eye.  Top  right: 
The  appearance  of  the  Mongoloid  eyefold  created  with  highlight  and  shadow.  Bottom 
left:  Before  application  of  latex.  Bottom  right:  Effect  of  sloe  eye  after  applying  latex  to 
outer  ends  of  lashes  and  eyelid  and  pressing  them  together. 
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Lips 

Most  dark  skinned  people  have  a  maroon  or  blued-red-brown 
color  to  their  lips.  This  can  be  created  by  adding  an  ultra-marine 
blue  lining  color  to  dark  lipstick  for  women  and  by  mixing  some  blue 
liner  to  T-l,  7,  or  4  lip  rouge  for  varying  shades  of  deepness  for 
men.  An  everted  effect  can  be  created  by  heavily  shading  the  under 
side  of  the  lower  lip  with  black  and  highlighting  the  area  above  the 
upper  lip.  Outlining  the  lips  with  a  light  shade  (such  as  IN)  often 
will  aid  in  simulating  this  everted  look. 

Prosthetic  teeth  which  snap  over  the  natural  teeth  are  also  an  aid 
to  the  creation  of  the  everted  effect.  Directions  for  their  manu- 
facture can  be  found  on  page  172. 

Nose 

The  Mongoloid  nose  can  be  created  by  shadowing  the  inner 
walls  of  the  outer  area  of  the  alae  or  wings  of  the  nose  with  dark 
brown  liner.  A  pencil  is  good  for  this  as  it  fits  the  area  nicely.  The 
flatness  of  the  bridge  can  be  accented  with  highlight  as  can  the  area 
between  the  brows  just  above  the  nose. 

The  Negroid  nose  can  best  be  created  with  a  prosthetic  as  high- 
light and  shadow  would  be  insufficient  in  most  cases. 

JawUnes  and  Cheekbones 

Highlighting  can  be  done  on  the  cheekbone  or  jawline  areas  with 
a  shade  four  tones  lighter  than  the  base,  strengthened  by  a  shadow 
on  the  fleshy  part  of  the  cheek  between  the  bones.  Blend  colors  care- 
fully as  shading  could  show  up  in  a  profile  shot.  It  may  be  necessary 
to  remove  some  of  the  base  from  the  cheekbone  or  jawline  area  to 
highlight  it  if  the  base  color  is  quite  dark.  This  will  make  the  high- 
light stronger  and  it  will  have  less  tendency  to  lose  its  color  into 
the  base  shade  as  it  is  blended.  Often  a  spot  of  shine  can  be  given  to 
the  highest  part  of  the  cheekbone  highlighting  to  accent  it.  Gly- 
cerine is  best  for  this. 

Prognathism,  the  projecting  jaw,  can  best  be  created  by  first 
using  prosthetic  teeth  over  the  subject's  own  teeth.  These  can  be 
made  of  plastic  and  will  snap  right  over  the  natural  teeth,  pushing 
out  the  lip  area  to  give  the  desired  effect.  Then  the  addition  of  a 
prosthetic  over  the  chin  completes  the  picture.  Prognathism  is  one 
facial  feature  which  the  make-up  artist  is  seldom  called  on  to 
create  except  for  some  prehistoric-man  types  and  horror  make-ups 
of  animal  men.  (Seepage  135.) 
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HAIR  SHAPES  AND  FORMS.  Top  right:  Woolly  hair.  Top  left:  Kinky  hair.  Center  right: 
Curly  hair.  Center  left:  Wavy  hair.  Bottom:  Straight  hair. 


Hair 

The  hair  color  and  style  of  a  national  group  can  be  created  with 
hair  colorings,  wigs  and  hairdressing.  Sometimes  a  rinse  is  all  that 
is  necessary  to  give  the  hair  the  desired  shade,  but  if  this  is  not 
sufficient  then  a  dye  must  be  used.  A  good  hairdresser  should  be 
consulted  when  designing  national  types  which  require  hair  changes. 

Straight  hair  is  found  among  most  Mongoloid  groups  and  a  few 
Caucasoids.  It  is  generally  the  heaviest  and  longest  of  the  hair 
groups.  Wavy  and  curly  hair  is  elliptical  rather  than  round  in  shape 
and  is  found  on  many  Caucasoid  types.  Kinky  and  woolly  hair  is 
wiry  and  coarse  in  texture  and  is  lighter  in  weight  than  the  straight 
or  curly  types ;  it  is  most  prevalent  among  the  Negroid  group. 

Facial  hair  growth  is  cultivated  and  trimmed  to  various  shapes 
by  some  national  groups  as  adornment  and  by  others  as  a  religious 
mark.  Some  American  Indians,  in  contrast,  plucked  the  hair  from 
their  faces  and  bodies,  often  leaving  only  a  tuft  of  hair  at  the  top  of 
the  scalp.  National  characteristics  as  to  growth  and  trim  of  hair 
can  be  checked  in  the  breakdown  of  national  types  in  this  chapter. 

However,  there  are  few  prototypes  left  in  the  European  group. 
All  Frenchmen  don't  have  small  waxed  moustaches  and  small 
beards.  All  former  British  Officers  don't  have  the  clipped  brush 
moustache.  These  were  stage  prototypes  created  to  delineate 
various  nationals  and  are  no  longer  used  in  television  and  motion 
pictures  except  for  comedy  effects. 
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Body  Make-  Up 

Pan-Cake  applied  with  Max  Factor's  Retainer  is  best  for  body 
make-up  in  most  cases.  However,  it  will  rub  off  on  wardrobe.  Max 
Factor  makes  a  Body  Tint  Clear  in  a  yellow-tan  shade  and  Body 
Tint  No.  6-80  which  is  a  stain  and  a  base  color  incorporated  to- 
gether that  comes  off  less  readily  on  clothing.  Other  shades  of  this 
Body  Tint  are  made  on  special  order.  It  is  best  applied  with  a  large 
silk  sponge.  Sometimes  a  deep  shade  of  Pan-Stik  rubbed  well  into  a 
large  silk  sponge  to  saturate  the  sponge  with  color  is  useful  when 
making  up  a  group  of  dark-skinned  people.  Do  not  powder  over 
the  Pan-Stik  if  a  natural  shine  is  to  be  kept. 

National  types 

In  discussing  national  types  it  is  well  to  divide  them  first  by 
continent,  then  by  area,  and  then  by  country  or  section.  Today,  with 
constant  intermarriages  there  are  fewer  culturally  characteristic 
national  types  than  in  previous  generations.  National  and  even 
racial  barriers  are  down  in  almost  all  countries.  It  is  often  difficult 
to  distinguish  national  types  until  they  speak  in  their  own  language 
or  in  English  with  a  definite  accent.  Even  many  national  costumes 
have  disappeared  today;  however,  costume  is  an  excellent  aid  in 
national  characterization  in  period  productions.  So,  although  we 
shall  try  to  avoid  the  obvious  prototypes,  we  must  still  characterize 
the  different  nationalities  by  a  form  of  prototypic  distinction 
wherever  it  is  necessary  for  make-up  purposes. 

Europe 

The  present  day  Europeans  can  be  divided  into  the  following 
groups:  Mediterranean  or  Southern  European,  Alpine  or  Central 
European ;  Nordic  or  Northern  European. 

All  are  Caucasian  except  the  Laplanders  who  are  a  Caucasoid- 
Mongoloid  mixture.  These  European  groups  have  slight  variances 
from  each  other  as  to  skin  tone,  hair  coloration  and  facial  features 
but,  in  general,  no  great  racial  differences.  Mixtures  of  these  groups 
are  also  found  in  all  countries  of  Europe  so  that  these  prototypes 
(Southern,  Central,  and  Northern)  are  not  confined  specifically  to 
the  areas  mentioned  but  simply  typify  the  basic  physical  traits  of  the 
cultural  idea  of  the  national  type.  Make-up  for  any  of  today's 
European  types  can  be  the  same  as  any  of  the  straight  or  age 
character  make-ups  previously  discussed,  bearing  in  mind  the 
particular  differences  noted  under  the  specific  types.  Some  mous- 
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taches  and  a  few  beards  are  worn  by  the  older  men.  (See  illustration 
on  page  212  for  beard  and  moustache  varieties.) 

The  Mediterranean  or  Southern  European  type  has  olive  skin, 
dark  hair  and  eyes,  a  rather  oval  face,  and  in  general  is  longheaded. 
They  are  seen  in  Spain,  Portugal,  Southern  France  and  Italy,  the 
western  Mediterranean  Islands  and  some  parts  of  Wales  and 
Ireland.  Use  medium  to  dark  shades  of  bases  as  indicated  on  charts, 
page  221. 

The  Alpine  or  Central  European  group  are  round-headed,  with 
a  fairly  dark  skin,  rather  wavy  brown  hair,  dark  eyes,  and  broad 
faces.  They  are  generally  found  in  Austria,  Central  France,  Switzer- 
land, Czechoslovakia,  the  Soviet  Union  and  the  Balkan  countries. 
Use  medium  to  dark  shades  of  bases  as  indicated  on  charts. 

The  Nordic  or  Northern  European  peoples  are  found  in  Scan- 
dinavia, parts  of  Holland  and  Belgium,  Northern  Germany  and 
Great  Britain.  They  are  typified  by  possessing  light  hair,  light  skin, 
blue  eyes,  a  long  head  and  rather  prominent  well-cut  features.  Use 
light  shades  of  bases  as  indicated  on  charts. 

North  America 

As  far  as  we  know  the  original  human  inhabitants  of  the  American 
continent  were  American  Indians.  They  are  believed  to  be  of 
Mongoloid  stock  although  their  actual  origin  has  never  been  proven. 
A  somewhat  detailed  account  of  the  North  American  Indian  is 
given  here,  partly  because  it  is  a  frequent  figure  in  films  of  American 
life,  partly  because  it  will  serve  as  a  prototype  for  other  make-ups. 

Physically,  American  Indians  have  a  brown  skin  which  often  has 
a  reddish  or  yellowish  cast;  very  dark  brown  or  blackish  eyes; 
straight  coarse  black  hair  with  very  little  natural  body  or  beard 
growth;  a  broad  face  often  with  prominent  cheekbones;  aquiline 
to  flat  noses;  round  heads  with  some  longheadedness  in  certain 
tribal  groups ;  and  their  height  varies  from  short  to  tall. 

In  their  aboriginal  state  they  wore  their  hair  in  various  fashions. 
The  women  generally  had  long  hair,  sometimes  parted  in  the  middle 
and  braided  on  each  side  to  hang  over  the  front  of  the  shoulders. 
Some  hair  ornaments  were  used  such  as  decorated  head  bands  or 
colored  material  tied  to  the  ends  of  the  braids.  The  men,  as  is  still 
the  custom  with  many  aboriginal  groups  all  over  the  world,  had 
far  more  elaborate  hair  and  headdress  styles  than  the  women.  They 
sometimes  wore  their  hair  as  did  the  women  with  a  center  parting 
and  braids,  while  other  tribes  pompadoured  the  front  of  the  hair 
and  had  two  side  partings.  The  scalp  lock  was  sometimes  worn  by 
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the  north-eastern  groups.  It  consisted  of  shaving  or  burning  off  the 
hair  on  each  side  of  the  head,  leaving  only  a  long  strip  about  an 
inch  or  two  wide  running  down  the  center  of  the  head.  Sometimes 
just  a  tuft  of  hair  was  left  on  the  top  of  the  head  while  all  the  rest 
was  removed.  Many  wore  feathers  as  adornment  in  the  hair,  but 
some  of  the  tribes  wore  feathers  in  the  hair  or  on  headdresses  as 
badges  of  office  or  marks  of  courage.  Women  seldom  wore  feathers. 

Face  and  body  tattooing  and  painting  were  practiced  by  almost 
all  North  American  tribes.  The  designs  were  sometimes  symbolic, 
but  most  of  the  time  they  were  just  used  to  adorn  the  face  or,  in 
time  of  war,  to  strike  fear  into  the  hearts  of  their  enemies  by  the 
fierceness  that  their  painted  faces  presented.  In  the  early  days  the 
main  colors  were  red  for  war  made  from  earth  colors  and  black  for 
death  made  from  charcoal.  Both  these  colors  were  called  war  paint. 
The  leader  often  painted  his  face  black  and  streaked  his  body  red. 
The  brighter  colors  that  were  later  seen  on  the  Plains  Indians  were 
often  supplied  as  trade  goods  by  the  white  man.  Bright  blues,  reds, 
yellows,  greens  and  whites  were  used. 

Considerable  research  is  important  before  doing  make-up  for  a 
specific  American  Indian  tribal  type  as  each  tribe  is  different  and 
particularized.  (Consult  the  Bulletins  of  the  Smithsonian  Institution 
and  museums  for  distinctive  features  of  the  various  tribes.) 

For  women,  use  the  665  Pan-Stik  series  in  any  shade  from  665  F 
to  665  K  depending  on  the  depth  of  color  required.  This  series  can 
be  employed  on  all  mediums  in  both  television  and  motion  pictures. 
Powder  with  Tru-Glo  Finishing  Powder.  Line  the  eyes  as  usual  with 
black  pencil  accenting  their  obliqueness  slightly.  665  R  can  be  used 
for  eyeshadow  and  a  bit  of  dark  rouge  can  be  put  on  the  cheeks  if 
the  woman  is  young.  Do  not  overdo  this  rouge  color  as  Indian 
women  do  not  have  much  natural  redness  in  their  cheeks.  Lipstick 
can  be  the  same  as  the  straight  make-up  shade  suggested  in  the 
charts  (page  221)  for  each  medium,  or  slightly  deeper,  but  to  achieve 
a  natural  look  do  not  overpaint  the  lips  too  much  or  make  them  too 
definite  on  the  outer  edges.  It  must  not  appear  as  if  the  woman  had 
lipstick  on  as  Indian  women  did  not  use  any  lip  rouge.  However, 
the  lips  were  full  and  soft  when  they  were  young.  Indian  women 
aged  early  in  life  and  did  not  retain  any  of  the  freshness  of  youth. 
Body  make-up  can  be  Light  or  Dark  Egyptian  Pan-Cake. 

Men  can  also  use  Pan-Stik  from  665  J  to  665  N  depending  again 
on  the  depth  of  color  required.  Vary  the  base  color  if  many  Indians 
are  to  be  seen  in  the  same  scene  so  that  they  will  not  appear  to  be 
painted  out  of  the  same  make-up  container.  Eyebrows  should  be 
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black  and  it  is  as  well  to  line  the  eyes  on  the  upper  lid  to  give  them 
depth  and  definition.  Most  Mongol  types  have  eyebrows  that  are 
sparse  on  the  outer  ends,  giving  the  brow  an  almost  upward- 
slanting,  oblique  appearance.  The  outer  ends  of  eyebrows  can  be 
blocked  out  with  Naturo  Plasto  Wax  No.  1  Firm  and /or  covered 
with  a  sealer,  then  covered  with  base.  Shaving  of  brows  is  often 
required  for  close  shots,  however.  Eyeshadow  is  665  R  or  even 
black.  Lips  are  colored  according  to  the  chart  for  the  medium, 
adding  a  little  No.  4  lip  rouge  to  achieve  the  necessary  depth  of 
color. 

For  body  make-up  use  Extra  Dark  Egyptian,  Indian,  or  Negro 
No.  1  Pan-Cake.  This  should  be  applied  in  a  light  wash  and  then 
buffed  to  give  a  natural  appearance.  Glycerine  will  achieve  body 
shine.  A  liquid  body  make-up  is  also  available  from  Max  Factor 
which  can  be  sprayed  on  with  a  pressure  spray  gun  for  large  casts. 

The  war  colors  should  be  black  and  a  red  ochre  shade  for  authen- 
ticity on  early  eastern  U.S.  Indian  types.  Bright  red,  blue,  green, 
white  and  yellow  liners  can  be  used  for  later  periods  or  Plains  types. 

Wigs  may  be  used  for  hair  dress,  while  a  scalp  lock  effect  can  be 
created  with  the  application  of  a  plastic  cap  (see  page  169)  to  which 
is  attached  a  scalp  lock  made  of  yak  hair  on  lace.  Color  the  cap 
with  base  and  then  stipple  the  normal  hair  growth  area  with  No.  6 
gray-blue  liner  to  give  the  effect  of  a  shaven  head.  Without  this 
stipple  the  head  will  look  as  though  it  is  bald  rather  than  shaved 
Indian  style. 

Incidentally,  we  have  been  speaking  of  the  American  Indians  as 
they  were  in  their  aboriginal  state.  Today  their  hair  styles  are 
generally  the  same  as  modern  Caucasian  groups,  although  a  few 
tribes  stick  to  their  old  customs.  Their  physical  appearance  is  the 
same  as  previously  described,  but  they  no  longer  wear  war  paint 
any  more  than  the  white  men  wear  Colonial  perukes.  Both  are  of 
another  age. 

Eskimos  exhibit  the  strongest  Mongoloid  features  of  all  Ameri- 
can types.  They  have  long  heads  but  very  broad  faces;  large  jaws; 
moderately  narrow  noses ;  coarse  black  hair  and  the  eyes  very  often 
have  the  true  Mongoloid  eyefold.  They  are  usually  short  and  stocky 
in  build.  Their  color  is  yellower  than  the  American  Indian  type  so 
that  Chinese  Pan-Stik  can  be  mixed  into  the  base.  Otherwise  the 
make-up  is  the  same  as  for  the  American  Indian. 

Canadians  range  from  typical  Northern  European  English  stock 
to  the  French  types  of  the  Mediterranean  area.  In  general,  follow 
the  charts,  page  221,  for  straight  and  age  make-ups. 
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Central  and  South  America 

The  Yucatan  Maya,  ancient  Inca  or  the  present-day  Jivaro  are  all 
Indian  types  and  bear  a  general  resemblance  to  the  North  American 
Indians. 

Hair  styles  are  different  from  those  of  their  northern  neighbors, 
as  are  their  decorative  ornaments.  Otherwise  the  make-up  is  the  same 
as  for  the  North  American  Indian  types. 

The  Mexican  national  is  a  mixture  of  other  national  groups  and  a 
combination  of  races.  Many  exhibit  mixtures  of  Indian  and  Spanish 
features  giving  them  facial  characteristics  typical  of  each  type.  Skin 
colors  cover  the  same  range  as  for  American  Indians,  with  a  ten- 
dency to  be  on  the  olive  or  yellow-tan  side  for  the  women.  Black  hair 
and  dark  eyes  are  prevalent.  Facial  hair  is  generally  straggly  if  it  is 
grown  at  all  on  the  men.  Moustaches,  however,  are  quite  common. 
Make-up  can  be  about  the  same  as  for  the  American  Indian  type, 
but  the  hair  is  of  a  modern  cut.  It  can  be  noted  that  the  more 
Indian  blood  in  a  Mexican  the  less  facial  hair,  while  those  with  more 
Spanish  blood  have  heavier  beard  growths. 

Most  of  the  native  inhabitants  of  South  and  Central  America 
who  are  not  of  Indian  origin  or  mixed  blood  can  be  classified  as 
Spanish  types  with  typical  Southern  European  features  and  colora- 
tion. Again,  as  in  the  Mexican  group,  moustaches  are  common 
while  beards  are  not.  (See  Mediterranean  types,  page  111  for  make- 
up.) 

South-western  Asia 

The  basic  population  of  this  area  is  of  the  Mediterranean  stock 
type. 

The  Armenians  and  Asiatic  Turks  are  characterized  by  a  yellow- 
ish-white skin,  medium  height,  and  a  prominent,  aquiline  nose  with 
a  depressed  tip  and  large  alae  or  wings.  There  are  some  Syrians  and 
Iraqians  in  this  facial  group  as  well  as  some  people  along  the 
southern  coast  of  Arabia.  Few  grow  beards,  but  when  they  do  they 
are  dark  and  often  quite  curly. 

The  Jewish  people  can  be  divided  into  two  cultural  groups — the 
Ashkenzim  who  are  from  the  U.S.S.R.,  central  and  western  Europe; 
and  the  Sephardim  comprising  those  of  Spain,  Portugal,  Asia 
Minor,  Egypt  and  Arabia.  They  often  have  light  skin,  medium  to 
dark  eyes,  and  a  nose  formation  with  a  rather  prominent  bridge 
which  is  said  to  have  descended  from  the  early  Philistines  or 
Hittites.  (See  page  118  for  description  of  other  Jewish  and  Arab 
peoples  who  are  from  the  northern  coast  of  Africa.)  Many  beards  and 
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moustaches  are  worn  both  as  adornment  and  for  religious  purposes. 
In  Persia  or  Iran  there  is  often  a  mixture  of  Mediterranean  and 
Mongoloid  elements  with  some  of  the  traits  from  the  Arabs  and  the 
Armenians.  This  stock  has  black,  wavy  hair;  light  brown  skin;  long 
heads  and  faces;  prominent  but  rather  narrow  noses  and  dark  eyes. 
(For  beard  types  see  page  208.) 

Southern  Asia 

India  can  be  divided  into  three  main  groups  of  individuals :  those 
from  the  Himalayan  Mountains,  the  ones  from  the  plains  of  Hin- 
dustan, and  those  from  the  southern  area  called  the  Deccan.  India 
contains  many  peoples  whose  physical  characteristics  are  a  com- 
bination of  a  prehistoric  Negroid  population,  a  Mongolid  group 
from  the  north-east  and  a  Dravidian  stock  from  the  north-western 
frontier  area. 

The  main  population  of  the  Deccan  consists  of  Dravidian  types 
with  brownish-black  skins,  dark  wavy  hair,  long  heads  and  medium 
builds.  The  Tamil  people  of  Ceylon  and  southern  India  also  resemble 
this  group. 

The  Veddas  of  Ceylon  have  coarse,  wavy,  long  black  hair;  dark 
brown  skin,  long  narrow  heads  with  slightly  receding  foreheads; 
prominent  frontal  bones;  thin  lips;  rather  broad  faces  and  noses; 
and  are  generally  short  in  stature.  They  are  survivors  of  the  earliest 
inhabitants  of  India  and  are  of  Australoid  stock,  being  a  Negro- 
Caucasian  mixture. 

The  Kashmiri  of  India  have  light  brown  skin,  long  heads  with 
high  foreheads,  long  narrow  faces,  regular  features  and  prominent 
well-formed  noses.  They  are  relatively  tall  as  compared  to  other 
people  of  India.  The  Benares  of  north  central  India,  the  Bengalis  of 
north-eastern  India,  the  Jaipur  of  north-west  India,  and  the  Raj- 
putana  of  north-western  India  are  all  of  white  stock.  Except  for 
their  brown  skin  color  many  of  the  people  of  the  North  Indian  group 
closely  resemble  Europeans. 

The  women  of  this  northern  area  are  often  very  beautiful,  with 
dark  rather  sloe  or  oblique  eyes  and  pale  brown  skin. 

Beards  are  plentiful  in  India  where  there  is  a  great  Moslem  popu- 
lation. 

The  Indian  Ocean  Islanders  of  Andaman,  the  Semang  of  the 
Malay  Peninsula  and  eastern  Sumatra,  the  Aeta  of  the  Philippines, 
and  the  Tapiro  of  New  Guinea  are  short  people  with  short  black 
hair,  black  skins,  small  round  heads,  broad  faces,  and  full  lips 
which  are  not  everted.  Little  facial  hair  is  grown. 
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The  Burmese  represent  the  southern  Mongoloid  type  and  have 
black  hair  (which  is  very  sparse  on  the  face  and  body)  broad  faces 
and  noses,  round  heads,  yellow  to  brown  skin,  and  often  slanted 
eyes  with  some  Mongoloid  eyefold.  Those  in  the  localities  farthest 
away  from  China  tend  to  have  less  yellow  in  their  skins. 

South-eastern  Asia 

The  Malay  Peninsula  and  Archipeligo  have  peoples  which  can 
be  divided  into  a  large  southern  Mongoloid  group  and  a  more 
primitive  combination  group.  Of  this  latter,  the  Semang  are  a 
pygmy,  negrito  group  whose  height  is  generally  five  feet  or  less. 
They  have  short,  frizzy  black  hair  which  is  sparse  on  the  body  and 
face,  chocolate  brown  skin,  round  heads,  thin  lips,  and  short,  flat 
broad  noses.  The  Sakai,  a  Negro-Caucasian  mixture  group,  are 
lighter  in  skin  color,  with  long  wavy  or  curly  black  hair  that  has  a 
reddish  tinge,  and  are  taller  people.  The  Jakuns  have  dark  red  or 
copper-brown  skin;  coarse,  dark  hair;  oblique,  dark  eyes;  and 
round  heads  with  high  cheekbones.  This  last  is  a  savage  group  of 
Mongoloid  stock  which  is  found  on  the  Malay  Peninsula. 

The  Malayan  or  Indonesian  family  can  be  found  all  over  the 
Malay  Archipeligo.  The  Malay  of  the  Malay  Peninsula;  the  abori- 
gines of  the  Philippines,  Borneo  and  Celebes;  the  Javanese  and 
Sundanese  of  Java  and  Bali ;  and  the  Bataks  of  Sumatra  are  members 
of  this  group.  There  are  also  branches  of  this  family  on  Formosa 
and  Madagascar.  They  are  rather  short  and  have  dark  wavy  hair, 
tawny-yellow  skins,  prominent  cheekbones,  slightly  prognathous 
jawlines  and  somewhat  oblique  eyes  with  some  Mongoloid  eyefold. 
Little  facial  hair  is  grown. 

Eastern  Asia 

The  Chinese  are  rather  of  medium  height  with  intermediate 
sized  heads.  They  have  yellowish-brown  skins,  oblique  eyes  with 
definite  Mongoloid  eyefolds  and  straight  black  hair.  The  cheek- 
bones are  often  high  and  the  face  rather  square  in  appearance.  The 
nose  is  sometimes  flat  and  spread  at  the  alae.  The  brows  are  seldom 
heavy  on  the  outer  ends.  This  brow  growth  is  a  typical  feature  of 
all  Mongoloid  types  and  seems  to  be  more  apparent  as  the  eyefold 
increases  in  size.  Today,  little  facial  hair  is  grown  by  the  men;  the 
growth  is  always  sparse.  The  women  have  about  the  same  colora- 
tion as  the  men  and,  like  many  Mongoloid  types,  do  not  retain  their 
youthful  appearance  very  long. 

There  are  two  main  Japanese  types:  one  tall  and  slender  with 
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fine  features,  a  prominent,  narrow,  arched  nose,  eyes  either  straight 
or  oblique  with  some  not  having  much  Mongoloid  or  epicanthic 
fold ;  and  the  other  short  and  stocky  with  coarser  features,  a  broad 
face,  a  short  rather  concave  nose  with  wide  alae,  oblique  eyes  with 
the  Mongoloid  fold  and  a  darker  skin  than  the  other  type.  Both  have 
black  hair  and  dark  brown  eyes.  Little  facial  hair  is  grown  today 
with  the  exception  of  a  normal  number  of  modern  moustaches. 

There  is  another  Japanese  group  called  the  Ainu  which  is  con- 
fined to  a  small  area.  They  possess  heavy,  black,  curly  beards  and 
bushy  or  wavy  hair ;  a  tanned  color  of  skin ;  short,  narrow,  concave 
noses;  broad  faces;  and  large,  dark  brown,  straight  eyes.  They  are 
an  ancient  prehistoric  stock  different  from  the  other  Japanese, 
being  an  Archaic  Caucasoid-Mongoloid  mixture. 

Central  and  Northern  Asia 

This  area  comprises  Tibet,  Mongolia  and  Chinese  Turkestan, 
and  parts  of  Siberia.  Among  the  people  are  the  Chukchi  of  north- 
eastern Siberia,  the  Koryaks,  the  Kamchadales,  the  Giliaks,  and 
the  Asiatic  Eskimos.  They  have  straight,  black  hair;  brown  or 
reddish-brown  beard  hair,  yellowish  to  brown  skin,  prominent 
cheekbones,  rather  flat  faces,  oblique  eyes  with  the  Mongoloid  fold 
and  a  straight  or  concave  nose.  The  face  often  has  a  square  jaw 
with  a  pointed  chin  typical  of  the  Mongoloid  type.  Some  straggly 
moustaches  and  beards  are  grown. 

Oceania 

This  is  the  area  which  extends  from  New  Zealand  to  Hawaii,  and 
from  Australia  to  Easter  Island.  The  six  main  divisions  of  type  are 
found  in  Australia,  Tasmania,  Melanesia,  New  Guinea,  Polynesia 
and  Micronesia. 

In  Australia  the  English  stock  are  similar  in  characteristics  to  the 
comparable  European  types.  The  aborigines  of  Australia  have  black 
curly  or  wavy  hair  with  often  heavy  beards,  dark  chocolate  brown 
skins,  long  heads  with  flat  receding  foreheads,  prominent  frontal 
bones  and  deeply-set,  very  broad  noses.  They  are  of  so-called 
Australoid  stock  being  an  Archaic  Caucasian-Negro  mixture. 

The  aboriginal  Tasmanians  became  extinct  during  the  last  part  of 
the  nineteenth  century.  In  general  they  had  similar  physical  charac- 
teristics to  the  aboriginal  Australians.  There  are  English  European 
types  there  now. 

Melanesia  covers  the  Bismarck  Archipeligo,  north-eastern  New 
Guinea,  and  the  Solomon,  Santa  Cruz,  New  Hebrides,  Loyalty, 
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Louisiade,  New  Caledonia,  and  Fiji  Islands.  The  native  inhabitants 
have  hair  that  is  usually  very  curly,  long  heads  (with  some  having 
round  heads),  light  to  very  dark  brown  skins,  rounded  foreheads, 
prominent  frontal  bones,  broad  noses  and  they  are  medium  to  short 
in  height. 

New  Guinea  offers  a  great  variety  of  types  in  its  Negroid  group. 
The  three  main  classes  are  Negritos,  Papuans  and  Melanesians 
(see  description  above  of  the  latter).  The  Negritos  are  the  Tapir o 
Pygmies  of  Dutch  New  Guinea  and  are  similar  in  racial  type  to  the 
Semang  Pygmies  of  the  Malay  Peninsula.  They  have  short  black 
hair  which  is  plentiful  on  the  face  and  body,  yellowish  brown  skin, 
straight  noses  which  are  medium  wide,  a  deep  convex  upper  lip, 
and  they  are  about  four  feet  ten  inches  tall  (full  grown  male).  The 
Papuans  have  dark  skin,  long  heads,  black  hair,  retreating  fore- 
heads, prominent  frontal  bones,  often  prognathous  jaws,  pro- 
minent broad  noses  that  are  convex  with  the  tip  often  turned  down, 
and  are  of  medium  stature.  Both  the  Papuans  and  the  Melanesians 
are  of  Negro  stock  with  some  Australoid  aboriginal  features. 

Polynesia  consists  of  a  group  of  islands  in  the  central  Pacific  area 
which  includes  New  Zealand,  the  Hawaiian,  Society,  and  Mar- 
quesan  groups  as  well  as  Tonga  and  Samoa.  The  people  here  are 
rather  tall,  with  straight  to  wavy  black  hair,  olive  to  brown  skin, 
oval  faces  with  high  cheekbones,  prominent  or  sometimes  convex 
noses,  and  generally  have  round  heads.  Few  grow  facial  hair  as  it 
grows  sparsely. 

North  of  Melanesia  are  the  Marianas,  Caroline,  Marshall,  and 
Gilbert  Islands  which  are  called  the  Micronesian  group.  The  people 
here  have  yellow  to  brown  skin,  black  straight  to  kinky  hair,  black 
eyes,  prominent  cheekbones  and  are  of  medium  height.  They  are  a 
Caucasian-Negroid  mixture. 

Africa 

Living  in  the  northern  and  north-eastern  parts  of  Africa  are 
Caucasians  who  have  dark  brown  to  black  hair  which  is  curly  or 
wavy;  reddish-brown  to  dark  brown  skin;  long  heads  with  long 
oval  faces;  thin  lips,  rather  pointed  chins;  and  prominent  narrow 
noses.  They  are  slender  in  build  and  are  medium  to  tall  in  height. 
They  include  the  Berbers,  Tuaregs,  Hadendoans  and  Bisharins. 
Many  grow  beards  and  moustaches.  (See  page  208  for  facial  hair 
growth.) 

The  Arabs  and  Jews  or  Israelis  of  this  area  are  usually  of 
medium  height,  dark-haired,  oval-faced,  and  have  long  narrow 
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noses  which  are  straight  or  sometimes  hooked  at  the  end.  Their 
skins  range  from  a  pale  to  a  deep  olive  for  the  women,  and  from 
deep  olive  to  a  brownish-tan  (depending  on  the  amount  of  facial 
exposure  to  the  sun)  for  the  men.  (Also  see  Jewish  types  on  page 
1 14.)  Many  grow  beards  and  moustaches.  (See  page  208  for  facial 
hair  growths  of  full  and  medium  length  beards.) 

The  Negro  population  of  Africa  consists  of  natives  of  the  West 
Coast,  the  Upper  Nile  and  the  North-east  Coast,  and  the  Bushmen, 
Hottentots,  Pygmies,  and  many  others.  Their  color  ranges  from  a 
light  yellow-brown  to  a  very  dark  chocolate  brown  and  in  general 
they  have  flat,  broad  noses ;  large  everted  lips,  dark  brown  to  black 
hair  which  is  either  very  curly  or  kinky;  dark  eyes  which  are  often 
narrow  and  slightly  oblique.  They  practice  some  body-painting, 
tattooing  and  scarification  for  adornment  in  the  less  civilized 
sections.  The  painting  shapes  are  different  from  the  American 
Indian  variety,  but  the  effect  is  similar.  Whites,  yellows  and  blues 
are  common  shades.  Their  height  ranges  from  the  four-foot  Pygmy 
of  the  deep  forest  jungle  area  to  the  slim  seven-foot  man  of  the 
Watusi.  Hair  styles  in  the  aboriginal  groups  are  often  very  elaborate 
as  are  decorative  headgears.  Few  grow  any  facial  hair. 

In  any  of  the  racial  groups  (but  most  often  in  the  Negroid) 
albinos  can  occur.  They  are  people  with  a  lack  of  pigmentation  in 
their  bodies,  although  possessing  all  the  other  physical  features  of 
their  particular  racial  or  national  type.  The  hair  is  either  white  or 
very  light  blonde  and  the  eyes  are  a  pinkish  shade.  They  generally 
always  wear  glasses  (when  they  are  available  to  them)  as  their  eyes 
are  quite  weak.  They  must  also  keep  out  of  the  sun  as  sunburn  is 
one  of  their  most  painful  (often  fatal)  illnesses. 
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PERIOD  AND  HISTORICAL  CHARACTERS 


The  re-creation  of  the  peoples  of  the  past  is  a  most  fascinating 
branch  of  make-up  work,  involving  as  it  does  research  into  the  lives 
of  our  ancestors.  If  picture  galleries  are  not  within  easy  reach,  there 
are  nowadays  excellent  books  giving  reproductions  of  the  portraits 
and  monuments  that  have  come  down  to  us.  When  it  comes  to  pre- 
historic times,  we  are  indebted  to  the  archaeologists  whose  patient 
work  has  reconstructed  the  likeness  of  our  more  remote  forebears. 

Prehistoric  man 

For  make-up  purposes  it  is  not  necessary  to  go  into  a  long  dis- 
cussion about  fossil  or  prehistoric  men.  Three  basic  types  out  of  the 
many  will  serve  to  show  some  of  the  evolutionary  changes  which 
occurred  in  the  development  of  Homo  sapiens,  or  today's  man.  The 
broad  developments  can  be  listed  as : 

Lower  Savagery:  Lower  Palaeolithic  (Old  Stone  Age) — Pithe- 
canthropus erectus  type;  Middle  Palaeolithic — Neanderthal  man. 

Higher  Savagery:  Upper  Palaeolithic — Cro-Magnon  type; 
Mesolithic  (the  interim  period). 

The  discovery  of  domestication  of  animals  by  man  led  to  the 
transforming  of  Mesolithic  savages  into  Neolithic  barbarians,  pre- 
paring the  way  for  civilized  man.  Primitive  barbarism  came  in  the 
Neolithic  or  New  Stone  Age,  and  then  followed  another  transition 
period  of  Pre-dynastic  people.  Finally,  civilization  is  roughly  cal- 
culated from  the  First  Dynasty  in  Egypt  about  3100  B.C. 

One  of  the  earliest  types  of  man-like  creatures  was  Pithecan- 
thropus erectus.  The  specimens  which  have  come  from  Java  show 
that  the  reconstructed  skull  of  this  type  was  long-headed  with  a 
narrow,  slanting  forehead  and  enormous  frontal  bones.  He  probably 
had  the  power  of  speech,  but  his  brain  was  only  about  two-thirds 
the  size  of  modern  man.  He  is  believed  to  have  been  about  5  feet 
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PREHISTORIC  MAN.  Left:  Pithecanthropus  erectus  type.  Center:  Neanderthal  type. 
Right:  Cro-Magnon  type.  (Courtesy  of  the  American  Museum  of  Natural  History.) 


8  inches  tall,  weighed  about  1 50  pounds,  and  to  have  walked  in  an 
upright  posture,  but  not  holding  his  head  very  erect.  He  is  believed 
by  some  authorities  to  have  lived  about  half  a  million  years  ago. 

Homo  neanderthalensis,  or  the  Neanderthal  man,  lived  at  a  later 
period  and  had  a  low,  narrow,  receding  forehead,  but  a  brain  equal 
in  size  to  modern  man.  His  face  was  long  and  the  eye  orbits  pro- 
jected. His  nose  was  flat  and  broad,  the  upper  jaw  prognathous, 
the  lower  jaw  heavy  and  powerful,  the  chin  very  small  and  receding, 
and  the  neck  extremely  heavy  indicating  that  his  posture  was  stoop- 
ing and  possibly  less  erect  than  Pithecanthropus  erectus.  The  bones 
of  his  arms  and  legs  were  heavy  and  strong  and  the  tallest  among 
this  type  must  have  been  about  5  feet  5  inches  in  height. 

The  two  preceding  types  of  lower  savages  were  precursors  of 
Homo  sapiens,  although  some  believe  in  a  parallel  rather  than  in  a 
direct  connection.  Certainly  they  are  the  prototypes  of  what  we  can 
now  call  prehistoric  man  and  will  serve  as  a  basis  for  constructing 
a  make-up  when  this  type  is  called  for  in  a  production.  Much  recon- 
struction work  must  be  done  on  the  face  to  make  a  person  resemble 
these  fossil  men  so  mortician's  wax,  latex  or  plastic  appliances  are 
necessary  for  this  work.  Generally  a  full  latex  face  is  the  best 
answer. 

In  the  Higher  Savagery  we  find  another  type  which  is  closer  in 
physical  appearance  to  modern  men.  The  Cro-Magnon  man  had  a 
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long  narrow  skull  and  a  brain  capacity  equal  to  today's  man.  His 
forehead  was  broad  and  high,  his  nose  narrow  and  high-bridged,  his 
jaw  large  but  of  modern  form  and  his  chin  strongly  made.  Specimens 
indicate  that  he  was  about  5  feet  1 1  inches  tall  and  robustly  built. 

The  women  of  all  eras  resembled  the  men,  but  with  smaller 
features  and  generally  less  physical  development.  The  men  are  also 
believed  to  have  been  bearded  in  most  cases. 

The  American  Museum  of  Natural  History  in  New  York  City 
and  the  Natural  History  Museum  in  London  have  many  books, 
pamphlets  and  photographs  as  well  as  reconstructed  skulls  of  pre- 
historic men.  See  one  of  these  displays  if  possible  or  consult  the 
nearest  natural  history  museum  for  more  information.  There  are 
also  many  good  books  on  anthropology  which  will  give  excellent 
study  material  on  all  fossil  types. 

Ancients 

Civilization  as  we  know  it  and  the  preservation  of  historical 
records  are  synonymous.  About  3100  B.C.  the  First  Dynasty  was 
founded  in  Egypt  and  it  developed  a  distinctive  culture  which  has 
come  down  to  us  through  the  ages.  For  our  purpose  we  shall  treat 
all  the  ancient  civilizations  which  were  contemporary  with  that 
period  or  succeeded  it  down  to  the  Dark  Ages  as  groups,  rather 
than  attempt  to  break  them  down  into  individual  cultures.  These 
groups  are :  Egyptians  (all  Dynasties),  Mesopotamians  (Chaldeans, 
Babylonians,  Assyrians,  Medians,  and  Persians),  Greeks,  Romans 
(later  period),  Hebrews  throughout  the  Biblical  period. 

Current  production  schedules  in  both  television  and  motion 
pictures  include  many  productions  based  on  these  peoples  and  their 
period.  Therefore,  they  are  becoming  increasingly  more  important 
for  study  by  the  make-up  artist. 

Egyptians 

In  general,  the  head  was  shaved  by  both  sexes  and  wigs  were 
worn  made  of  human  and  animal  hair  or  vegetable  fibres.  The  priests 
did  not  cover  their  shaven  heads.  No  facial  hair  was  worn  and  both 
sexes  used  facial  make-up  for  adornment.  Black  kohl,  powdered 
malachite  green,  red  clay  and  vegetable  dyes  and  white  lead  were 
used.  The  wigs  were  often  dyed  brilliant  reds,  blues  and  greens  and 
were  elaborately  dressed.  In  later  periods,  after  Rome  had  con- 
quered Egypt,  the  women  often  let  their  hair  grow  long  and  dressed 
it  in  the  Roman  fashion. 
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The  make-up  consisted  of  black  lines  drawn  around  the  eyes  from 
the  inner  corner  and  extending  outward  in  a  straight  line  to  a  point 
an  inch  or  so  beyond  the  outer  corner  of  the  eye.  Eyeshadow  in  blue 
or  green  was  often  applied  to  match  the  wig  color.  The  cheeks  and 
lips  were  reddened  and  the  eyelashes  and  brows  accented  with  black. 
Creams  and  oils  were  heavily  scented  with  perfumes  and  applied  to 
the  body  to  give  it  shine.  Among  the  men  a  brightly  polished,  oiled 
head  was  a  thing  of  high  fashion.  Bases  made  of  white  lead  and 
perfumed  oils  were  sometimes  applied. 

The  facial  features  of  the  Egyptians  were  quite  regular  and  the 
skin  tone  was  light  brown.  The  nose  was  often  wide  at  the  alae  with 
large  nostrils  and  the  bridge  long  and  straight.  The  lips  were  full 
and  well-formed  with  little  or  no  eversion. 
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Mesopotamians 

This  group  comprises  the  ancient  Chaldeans,  Babylonians, 
Assyrians,  Medians  and  Persians.  Natural  hair  was  grown  on  both 
the  head  and  the  face  by  the  men  and  elaborately  dressed  and 
curled.  Sometimes  they  dyed  the  hair  with  henna  to  an  orange-red 
shade.  Some  wigs  were  also  worn.  The  women  grew  natural  hair  or 
wore  wigs.  Hair  dyes  were  used,  and  they  colored  their  lips  and 
cheeks  with  rouge.  They  used  kohl  around  the  eyes  as  did  the 
Egyptians.  Both  sexes  drew  these  lines  around  the  eyes  but  did  not 
extend  them  as  far  outward  as  the  Egyptians.  The  brows  were  also 
darkened  with  black  and  drawn  so  that  they  almost  met  over  the 
nose.  The  men  especially  accented  their  brows  very  heavily  in  this 
fashion. 
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Greeks 

The  men  were  generally  bearded,  although  the  soldiers  of  about 
350  B.C.  began  to  shave  their  faces  clean.  The  hair  was  curled  and 
often  almost  as  short  as  the  modern  male  cut.  Men  seldom  used 
cosmetics  as  did  the  women,  but  various  oils  and  pomades  were 
used.  The  women  dressed  their  long  hair  in  elaborate  fashions  using 
many  ringlets  and  decorating  the  hair  with  ornaments  of  gold  and 
jewels.  Many  Greeks  had  naturally  blonde  hair  and  dyed  hair  was 
also  seen.  Reddish  and  even  bluish  shades  of  hair  dusted  with  gold 
or  colored  powders  were  in  fashion.  Some  bases  were  made  with 
white  lead  and  the  cheeks  and  lips  painted  red.  The  skins  of  the 
ancient  Greeks  were  about  the  same  tone  as  the  modern  Mediter- 
ranean Europeans  being  olive  for  the  women  and  a  darker  olive  or 
bronze  tan  shade  for  the  men  so  that  the  regular  charts  (page  221) 
can  be  followed  for  all  mediums  for  make-up. 
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Romans 

Most  Roman  men  had  short  haircuts  very  similar  to  those  worn 
today  and  their  faces  were  cleanly  shaven.  Some  of  the  older  men 
and  philosophers  wore  their  hair  and  beards  long  and  flowing. 
Although  some  men  used  facial  cosmetics,  they  were  mostly  con- 
fined to  the  women.  A  white  skin  was  very  desirable  in  Roman 
fashion  so  bleaches  and  bases  were  used  by  the  women.  Cheek  and 
lip  rouge  was  also  used  as  were  hair  dye  and  some  wigs.  Hair  styles 
were  quite  distinctive  from  the  earlier  Greek  styles.  For  make-up, 
follow  the  charts  (page  221)  using  the  medium  shades  of  bases. 
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Hebrews 

The  ancient  Hebrew  men  were  always  bearded  and  wore  their 
hair  rather  long.  The  women  very  seldom  used  cosmetics  so  should 
always  be  made  less  painted  when  they  appear  with  Greek  or  Roman 
types  on  screen.  Wigs  were  not  worn  and  the  women's  hair  was  quite 
long  and  naturally  dark.  In  general  the  charts  (page  221)  can  be 
followed  for  base  shades.  (Also  see  the  section  under  Jewish 
national  types  on  page  1 14.) 
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Dark  Ages  to  present  time 

The  remarks  made  under  this  heading  apply  to  Europeans  and 
later,  of  course,  European  settlers  and  their  descendants  overseas. 

The  Dark  Ages 

The  men  of  this  era  wore  beards  and  moustaches  and  cut  their 
hair  moderately  short.  Women's  hair  was  long  but  dressed  close  to 
the  head.  However,  in  northern  Europe  from  the  Roman  conquest 
to  the  twelfth  century,  only  the  nobility  wore  beards  and  long  hair. 
The  other  men  cut  their  hair  rather  short  and  were  cleanly  shaven 
as  were  the  Roman  soldiers.  From  this  period  until  the  present  day 
there  are  no  important  make-up  differences  with  this  exception  of 
the  hair  styles  on  the  men  and  women  and  the  shape  or  absence  of 
facial  hair  grown  by  the  men.  Follow  the  charts  (page  221)  and  the 
descriptions  of  the  straight,  age  and  national  types  to  ascertain  the 
correct  make-up  shades  to  use. 

BYZANTINES.  (Above.) 

(Opposite):  SARACENS  or  MOORS  (top  and  upper  center).  MEDIEVAL  (lower  center  and 

bottom). 
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Renaissance 

The  Renaissance  in  Europe  brought  about  many  changes  in  hair 
styles  for  the  women  but  the  men,  although  shapes  varied,  still 
were  bearded  in  most  countries.  Male  wigs  were  quite  in  fashion 
and  baldness  was  covered  in  polite  circles. 
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Seventeenth  Century 

The  Cavalier  men  wore  their  hair  shoulder  length  and  curled. 
Beards  became  smaller  and  the  moustache  took  on  more  importance 
as  it  was  curled,  trimmed,  dressed  and  waxed  or  pomaded.  The 
Puritan  men  cut  their  hair  short  and  round  and  were  closely  shaven. 
Wigs  or  perukes  were  also  in  style  during  this  century  in  France  and 
later  in  England  after  the  Restoration.  The  women's  hair  styles 
were  again  very  elaborate  and  false  hair  pieces  were  added  to  the 
coiffure  to  give  it  height  and  size.  Small  black  gummed  silk  patches 
came  into  use  during  the  last  half  of  the  century.  These  were  cut  in 
various  designs  such  as  stars,  crescents  and  other  geometric  designs 
and  applied  to  the  cheeks  or  skin  as  facial  ornamentation. 
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Eighteenth  Century 

Beards  disappeared  from  almost  all  the  men's  faces  in  Europe  in 
this  century,  but  some  moustaches  remained  on  the  military  men 
especially  in  the  Germanic  countries.  The  pigtail  or  queue  wig  and 
hair  style  lasted  almost  throughout  the  century  and  was  especially 
worn  by  the  military  men.  The  fashion  of  powdering  the  hair  and/ 
or  wig  with  white  powder  or  wheat  flour  rose  to  its  height  during 
this  period  for  all  the  upper  classes  and  for  the  soldiers  of  all  grades. 
Other  hair  powders  were  pinks,  blues  and  grays.  The  lower  classes 
often  had  their  hair  queued  or  left  the  hair  full  in  the  back  without  a 
queue. 

Wigs  were  worn  by  many  women  as  in  the  previous  century  for 
balls  and  court  affairs.  False  hair  was  also  used  with  the  natural 
hair.  Powdering  the  hair  was  also  practiced.  Face  painting  was  done 
in  France  by  most  of  the  women  of  the  court,  but  the  English 
restricted  most  of  their  cosmetics  to  creams,  lotions  and  other 
beauty  preparations. 
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Nineteenth  Century 

Short  hair  for  men  came  into  vogue  after  the  French  Revolution 
as  wigs  and  long  hair  had  been  the  mark  of  the  aristocrat.  Early  in 
this  period  sideburns  and  moustaches  began  to  appear  and  through- 
out the  century  they  continued  to  grow  in  size  and  shape  until  full 
beards  became  fashionable  for  men  by  the  1860's.  At  the  very  end 
of  the  century  and  into  the  beginning  of  the  next,  most  beards  were 
removed  leaving  only  the  flowing  moustache  with  the  curled  ends, 
known  usually  as  the  "handle-bar"  variety.  By  1910  all  but  the 
older  men  were  clean  shaven  as  is  the  general  custom  today.  Hair 
powdering  disappeared,  as  did  patches,  early  in  this  century  and 
wigs  were  mostly  relegated  to  official  or  legal  functions  in  the 
British  courts. 
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Special  Historical  Characters 

Historical  characters  such  as  George  Washington,  Abraham 
Lincoln,  Napoleon  and  many  others  occur  very  frequently  in  all 
types  of  theatrical  entertainment.  Picture  files  should  be  consulted 
and  the  make-up  well  planned  in  advance.  Later  chapters  will  deal 
with  the  best  methods  of  applying  prosthetics  and  hair  to  create 
likenesses  of  these  characters.  A  course  in  sculpturing  is  often  a 
great  aid  in  this  work  for  most  actors  need  some  basic  facial  changes 
to  make  them  appear  like  the  desired  historical  character.  This  book 
can  give  you  the  methods  but  cannot  guide  your  hand  in  the  execu- 
tion of  the  make-up.  Perfection  in  this  comes  only  with  constant 
practice  and  oftentimes  after  numerous  mistakes.  Study  faces 
carefully  before  beginning  any  work  of  this  type.  Drawings  or 
character  sketches  of  the  prosthetics  or  wax  work  to  be  done  are 
often  very  helpful.  Camera  tests  should  be  set  up  whenever  possible 
for  best  results. 


134 


11 


POPULAR  AND  SPECIAL  CHARACTER  TYPES 


Mythology,  modern  as  well  as  ancient,  has  evolved  certain  popular 
conceptions  in  the  human  mind.  These  ideas  of  what  supernatural 
beings  or  what  highly  individual  types  of  human  look  like  are  the 
foundations  upon  which  the  make-up  artist  has  to  build.  His  skill 
lies  in  giving  his  own  distinctive  interpretation  of  those  ideas. 

Non-human  types 

Perhaps  the  world  of  spirits  and  demons  offers  the  greatest  scope 
to  the  imagination.  With  prosthetic  appliances  to  hand  there  is 
almost  no  limit  to  what  can  be  made  of  physical  appearances ;  but 
still  the  bounds  imposed  by  credibility  and  subconscious  beliefs 
have  to  be  respected.  No  make-up  in  this  field  is  quite  successful  if 
it  does  not  strike  a  chord  of  recognition ;  if  it  does  not  make  the 
spectator  feel,  however  strange  the  apparition,  that,  "yes,  that  is 
what  it  would  look  like." 

Horror  Types 

In  this  category  we  can  include  such  characters  as  make-up  artist 
Jack  Pierce's  famous  creation  of  the  Frankenstein  monster  which 
has  become  so  popular  through  the  talents  of  Mr.  Boris  Karloff 
and  Mr.  Lon  Chaney,  the  "Mummy",  "Dracula",  "Mr.  Hyde", 
the  "Phantom  of  the  Opera",  the  "Portrait  of  Dorian  Gray",  and 
any  other  make-ups  intended  to  produce  terror  on  sight. 

Face  masks  and  large  prosthetic  pieces  are  generally  used  to 
create  these  effects.  Most  of  these  make-ups  are  so  well  known  that 
it  will  suffice  to  say  that,  in  the  creation  of  new  horror  make-ups, 
one  should  try  to  be  original  in  design  and  execution.  Copying  a 
special  horror  make-up  should  be  done  only  when  such  characters 
are  called  for  directly. 

The  rotting  or  decayed  face  of  the  "Mummy"  character  can  be 
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created  by  adhering  shredded  paper  towelling  to  the  face  with 
latex  in  combination  with  a  facial  wrap  of  grayed  gauze  bandage 
well  dirtied  with  Fuller's  earth.  A  full  latex  face  mask  can  also  be 
constructed  to  achieve  this  effect. 

"Dracula"  should  always  have  very  dark  lips,  deep  penetrating 
eyes,  carefully  drawn  brows  and  very  pale,  gray-white  skin.  He 
should  be  diabolical  to  a  degree  past  human  understanding. 

"Dr.  Jekyll"  to  "Mr.  Hyde"  is  a  progressive  make-up  which  is 
sometimes  done  in  stop  action  (see  page  82)  for  films.  Another 
method  is  to  use  a  latex  face  mask  for  the  quick  change.  Progressive 
make-up  requires  prosthetics  which  become  increasingly  larger  and 
more  grotesque  as  the  change  to  "Hyde"  occurs.  The  nose  is 
widened  with  plastic  plugs,  the  brows  added  to  with  hair,  the  teeth 
changed  with  false  teeth,  the  hairline  lowered  to  increase  the 
bestial  look,  and  the  hands  made  up  hairy  and  with  long  nails. 

The  "Phantom  of  the  Opera"  has  his  face  covered  with  a  mask 
for  most  of  the  performance  and  then,  when  it  is  removed,  we  see 
that  he  is  horribly  scarred  with  acid  burns.  This  can  be  accomplished 
with  a  latex  prosthetic  that  has  much  blue  and  red  coloration  in  the 
tightly  drawn  skin  of  the  burn.  The  brows  are  missing  and  one  eye 
can  be  drawn  out  of  shape  by  adhering  the  lashes  of  the  eye  to  the 
upper  eyelid  while  the  other  eye  can  be  drawn  downward  by  adher- 
ing the  lower  lash  in  the  same  manner  to  the  upper  cheek  area. 

Witches 

Witches  are  weird,  mysterious,  not-quite-human  women  that  are 
interesting  subjects  for  the  make-up  artist.  There  are  conventional 
witches  with  pointed  chins  and  hook  noses,  the  imaginatively  drawn 
witches  of  Shakespeare's  Macbeth,  and  still  another  group  which 
are  evilly  beautiful.  All  require  thought  and  consideration  to  produce 
correctly. 

Shakespeare's  and  the  conventional  witches  may  have  long 
hooked,  or  flat,  shapeless  noses;  thin,  wrinkled  lips;  missing  or 
blackened  teeth;  straggly  eyebrows  and  hair;  and  the  skin  a  dull 
yellow  or  greenish  tone  covered  at  times  with  warts  and  hairy  moles. 
The  eyes  can  be  bleary  and  bloodshot  or  small  and  piercing.  Often 
small  tufts  of  hair  or  chopped  hair  can  be  added  to  the  chin.  The 
hair,  incidentally,  can  be  a  dirty  gray  or  even,  for  extreme  effects, 
green,  purple  or  red.  Cracked  and  blackened  or  long,  curved,  sharp 
fingernails  on  thin,  bony,  ugly  hands  with  large  knuckles  are 
generally  in  order. 

The  beautiful  variety  can  be  made  as  evil  as  one  of  the  women  in 
"Dracula's"   castle.   Their  beauty   should   be   cold   but   exotic, 
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HORROR  MAKE-UPS.  Top  left:  The 
Mummy  make-up  from  The  Mummy's 
Ghost  (1944)  by  Universal  Pictures 
with  Mr.  Lon  Chaney.  Top  right:  The 
Dracula  make-up  on  Mr.  Bela  Lugusi 
in  the  Universal  Pictures  production 
of  Abbott  and  Costello  Meet  Franken- 
stein and  the  Wolf-Man.  Bottom:  Mr. 
Boris  Karloff  as  the  famous  Monster 
in  Universal  Pictures  production  of 
The  Bride  of  Frankenstein  (1937). 


WITCHES  AND  DEVILS.  Top:  The 
Devil's  Grandmother  from  the  NBC 
television  production  of  Grifelkin; 
make-up  by  Robert  Phillippe,  S.M.A. 
Bottom:  Example  of  a  beautiful  witch. 
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WITCHES  AND  DEVILS.  Top:  Con- 
ventional witches.  They  may  have 
long  hooked  or  flat  shapeless  noses; 
thin,  wrinkled  lips;  missing  or  black- 
ened teeth;  straggly  eyebrows  and 
hair;  and  the  skin  a  dull  yellow  or 
greenish  tone  covered  at  times  with 
warts  and  hairy  moles.  The  eyes  can 
be  bleary  and  bloodshot  or  small  and 
piercing.  Often  small  tufts  of  hair  or 
chopped  hair  can  be  added  to  the 
chin.  The  hair  can  be  a  dirty  gray  or, 
for  extreme  effects,  green,  purple  or 
red.  Bottom:  Conventional  devil.  He 
has  been  portrayed  in  many  different 
ways,  but  the  basics  are  that  all  lines 
should  be  rather  straight  and  turn  up- 
wards. He  should  have  horns  of  some 
sort  that  can  be  seen  through  his  hair 
or  skullcap  and  generally  always  some 
type  of  beard  and/or  moustache. 
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forbidding  yet  inviting  and  always  sensual.  Blood-red  lips,  pale  skin, 
heavy  green  or  purple  eyeshadow,  high  angular  brows  and  long 
hair  can  be  very  effective  for  this  make-up. 

Devils 

"Mephistopheles"  in  Gounod's  opera,  Faust,  is  one  of  the  most 
popular  conceptions  of  the  devil  character.  He  has  been  portrayed 
in  many  different  ways  and  with  various  colors  such  as  greenish 
tones,  red  or  even  fluorescent  make-up  as  a  base  color.  His  beard 
has  ranged  from  a  full  pointed  Spanish  beard  with  waxed  moustaches 
to  just  a  small  cavalier  type  chin  beard. 

The  basics,  however,  are  that  all  lines  should  be  rather  straight 
and  turn  upwards.  He  should  have  horns  of  some  sort  that  can  be 
seen  through  his  hair  or  skullcap  and  generally  always  some  type  of 
beard  and/or  moustache.  The  over-all  feeling  of  the  make-up  should 
be  instantly  recognized  as  one  of  diabolical  intent  and  extreme 
maliciousness  unless  the  script  calls  for  these  qualities  to  be  hidden 
until  the  moment  of  exposure. 

In  color  mediums  try  to  make  use  of  the  greens  and  reds  to 
heighten  the  effect,  but  keep  the  beard  and  hair  black  for  a  menacing 
feeling.  The  hands  should  not  be  neglected  as  they  often  play  an 
important  part  in  the  action.  Long,  false  finger  nails  in  black  or 
green  can  be  applied  over  the  actor's  own  nails  and  the  hands 
painted  the  same  basic  color  as  the  face.  Shadow  and  highlight  the 
hands  so  that  they  will  appear  long  and  delicately  bony. 

Animal  Men 

Animal  men  can  be  another  variety  of  horror  make-up  as  in  the 
case  of  the"  Wolf-Man"  character,  or  they  can  be  comedy  characters 
such  as  the  "Lion"  in  the  Wizard  ofOz.  Either  the  dramatic  or  the 
comedy  line  can  be  followed  in  designing  the  make-up,  and  either  a 
full  mask  or  individual  prosthetic  pieces  can  be  made  to  produce 
the  desired  effects.  (See  the  section  on  latex  masks  and  prosthetics, 
page  153,  for  information  on  the  manufacture  of  these  items.) 
Reference  to  books  on  animal  anatomy  and  photography  is  very 
helpful. 

ANIMAL  MEN  and  FANTASY  TYPES  (opposite).  Top  left:  Mr.  Lon  Chaney  as  the  Wolf- 
Man  in  Universal  Pictures  production  of  Abbott  and  Costello  Meet  Frankenstein  and  the 
Wolf-Man.  Top  right:  Mr.  Bert  Lahr  as  the  Lion  in  The  Wizard  ofOz.  (Courtesy  of  Metro- 
Goldwyn-Mayer  Pictures.)  Bottom  left:  Mr.  Bobby  Clark  as  the  Duchess  in  the  NBC 
television  production  of  Alice  in  Wonderland.  Sponge  latex  make-up  by  Dick  Smith, 
S.M.A.,  of  NBC-T.V.  Bottom  right:  Mr.  Roddy  MacDowall  as  a  leprechaun  in  a  General 
Electric  Theatre  production  (CBS-T.V.). 
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TOY  SOLDIER 


Dolls,  tin  soldiers  and 
similar  characters  can 
have  a  stylized  straight 
make-up;  light  shades 
of  base,  round  spots  of 
cheek  rouge,  accented 
lashes  and  small  liplines. 


Fantasy  Types 

Fairies,  elves,  sprites,  nymphs  and  other  fanciful  characters  are 
best  done  in  an  impressionistic  style.  Fairies  can  be  made  up 
straight  and  pretty  in  light  shades  of  base.  Elves,  sprites  and  nymphs 
can  be  done  in  light  or  medium  shades  of  brown  or  green  to  resemble 
the  colors  of  the  forest  and  have  small  pointed  noses  or  ears. 
Gnomes  and  ogres  are  the  villains  of  fantasy  so  should  be  treated 
as  reflecting  evil-doing  in  their  make-up.  Gnomes  are  dwarfs  who 
should  be  wrinkled,  bearded  and  have  grotesque  yet  funny  little 
faces.  Ogres  are  larger  characters  and  theirs  should  almost  be  a 
horror  type  make-up.  Remember  that  these  characters  are  generally 
seen  in  children's  stories,  so  the  horror  effect  should  not  be  carried 
to  the  extreme  of  frightening  the  children  too  much. 

Dolls  or  Toys 

Dolls,  toys  or  tin  soldiers  and  so  forth  can  be  a  stylized  straight 
make-up.  Light  shades  of  base,  round  spots  of  cheek  rouge,  accented 
lash  make-up,  and  small  liplines  are  typical. 
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Statues 

Marble  effects  can  be  obtained  by  first  covering  the  skin  with  a 
white  Pan-Cake,  then  carefully  giving  the  skin  a  highlight  by  spong- 
ing a  gold  liquid  make-up  over  the  entire  whitened  area.  A  plastic 
or  latex  cap  is  often  used  over  the  hair  or  a  very  stiff  wig,  sprayed 
with  flat  white  paint  and  then  highlighted  with  the  same  gold  liquid. 

Gold  or  bronzed  statuary  can  be  simulated  by  making  a  mixture 
of  bronzing  powder,  glycerine,  water  and  alcohol  and  applying  this 
in  a  very  thin  coat  to  the  body.  Do  not  keep  this  mixture  on  the 
skin  for  extended  periods  of  time  as  it  might  prove  injurious  owing 
to  the  filling  of  the  skin  pores  with  make-up.  Colored  statuary  can 
be  done  with  liquid  make-up  in  blue,  red,  green,  etc. 

Human  types 

Most  of  the  figures  that  come  within  this  category  are  part  of  the 
national  folklore,  and  as  such  one  cannot  take  too  many  liberties 
with  them.  Depart  too  far  from  the  traditional  ideas  of  their  appear- 
ance and  the  pleasures  of  familiarity  and  recognition  are  lost. 

Pirates 

Most  pirates  should  be  dark,  swarthy  characters  who  seldom 
shave  and  often  have  scars  on  their  faces  to  add  to  their  ferocity. 
Use  the  Pan-Stik  665  series  F  to  I  for  base  and  do  not  powder,  but 
leave  the  face  a  trifle  greasy  looking.  Patches  over  one  eye,  hairy 
arms  and  bodies,  and  straggly,  unkempt  hair  are  also  pirate  make-up 
cliches.  As  most  films  on  pirates  are  made  for  a  juvenile  audience 
these  stylized  make-ups  are  appropriate  and  can  be  used  frequently. 
Always  intersperse  the  pirate  crew  with  some  Mongolian  and  Negro 
mixture  types  for  authenticity  and  effectiveness. 

Santa  Claus 

Jolly  old  St.  Nicholas  or  Santa  Claus  is  synonymous  with  the 
Christmas  season.  He  is  a  plump,  happy  old  elf  with  pure  white  hair 
and  whiskers  in  abundance.  Red  cheeks,  a  round,  red  nose,  and 
laughing  eyes  complete  the  picture.  The  beard,  moustache,  false 
eyebrows  and  wig  can  be  obtained  at  any  good  wigmaker's  shop. 

Clowns 

The  typical  whiteface  clown  is  made  up  with  Clown  White  and 
powdered  with  white  powder  or  zinc  oxide.  Red,  blue,  green,  violet, 

143 


TRAMP  CLOWNS  (top).  Examples  of 
the  variety  of  clown  make-up  which 
burlesques  the  hobo  with  the  un- 
shaven face,  red  nose  and  nondescript 
clothes. 


WHITEFACE        CLOWN. 
Leclaire  (bottom). 


Jackie 
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WHITEFACE  CLOWNS.  Examples  of  some  typical  make-ups  for  whiteface  clowns. 


and  black  liners  are  used  to  create  designs  and  accentuate  the 
features.  Each  clown  in  the  circus  develops  his  own  special  and 
individual  markings  which  will  distinguish  him  from  all  others. 
Copying  these  markings  by  another  clown  is  considered  to  be  a 
serious  breach  of  circus  etiquette,  so,  unless  you  are  copying  a 
specific  clown  character,  create  your  own  designs. 

A  skull  cap  can  be  made  from  a  white  cotton  stocking  and  pulled 
over  the  head.  The  earholes  can  be  cut  when  the  cap  is  centered  on 
the  head.  Wigs  with  bald  fronts^and  red  hair  are  often  used.  Red 
latex  noses  are  special  clown  features  and  can  be  made  in  various 
shapes.  One  trick  used  by  clowns  to  adhere  these  noses  is  to  work  a 
little  spirit  gum  into  nose  putty  and  place  a  small  piece  of  this 
material  on  the  bridge  of  the  nose;  the  latex  nose  is  then  pressed  on 
to  this  easily. 

The  tramp  clown  is  a  variety  of  clown  make-up  which  burlesques 
the  hobo  with  the  unshaven  face,  red  nose  and  nondescript  clothes. 

The  nose  is  of  latex  or  putty,  the  base  can  be  any  pink  or  tan 
color,  the  painted,  unshaven  beard  effect  can  be  done  with  burnt 
cork,  Black  Pan-Cake  or  Pan-Stik  and  the  mouth  with  red  or  white 
liner. 


Old-time  or  Early  Film  Types 

The  male  or  female  straight  types  use  very  pale  shades  of  base. 
The  eyes  should  be  heavily  shadowed  both  over  and  under  the  eye. 
Brows  are  thin  and  dark  Uplines  with  over-accented  cupid's  bows 
are  drawn  on  the  women.  The  hero  was  always  clean  shaven  and  the 
villain  had  a  long,  heavy  moustache  or  beard  and  large  eyebrows. 
The  Keystone  comedy  characters  and  cops  often  had  heavy  false- 
appearing  brows  and  moustaches  designed  for  comedy  effects. 


T.M-U. — F 
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12 

SPECIAL  EFFECT  TECHNIQUES 


This  chapter  explains  the  techniques  and  materials  used  for  the 
creation  of  character  make-ups  which  require  various  special 
effects  and  processes.  Although  some  of  the  technical  data  on  the 
materials  have  been  omitted,  further  information  can  be  obtained 
by  contacting  the  manufacturers  or  distributors  for  technical 
bulletins  concerning  these  items.  A  listing  of  such  companies  will  be 
found  in  Appendix  F,  or  a  more  complete  compilation  can  be  secured 
in  The  Chemical  Buyer's  Guide  published  by  Chemical  Markets 
Inc.,  25  Spruce  Street,  New  York,  N.Y. 

Impression  materials  are  used  in  taking  casts  and  making  molds. 
There  are  the  rigid  types  such  as  plaster,  hydrocal  and  dental  stone 
and  the  flexible  varieties  such  as  the  thermoplastic  types,  reversible 
(Negocoll)  and  non-reversible  (D-P  Elastic  Impression  Cream) 
hydrocolloids.  Each  material  is  rather  specific  in  its  use  and  best 
suited  for  certain  purposes.  No  one  material  will  do  the  work  as 
well  as  a  combination  of  methods  and  applications. 

Rigid  impression  materials 

There  are  many  grades  of  plaster  and  stone  available  for  various 
uses ;  however,  we  can  limit  our  selection  to  a  few  for  ease  in  opera- 
tion and  suitability  for  make-up  work. 

Dental  Plaster 

This  is  a  quick  setting  (three  to  four  minutes)  material  for  use 
when  speed  of  casting  and  setting  is  important.  It  is  the  weakest  of 
the  rigid  materials,  so  should  not  be  used  where  strength  of  the  mold 
is  a  prime  requisite.  Add  the  plaster  to  cold  water,  making  small 
mixes  as  the  setting  time  is  so  rapid  that  a  set  will  occur  before  a 
large  mixture  can  be  spatulated  properly.  A  thin  mix  will  take 
longer  to  set  than  a  thick  mix,  but  will  be  weaker  in  tensile  strength. 
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Keep  adding  plaster  to  water  until  the  surface  of  the  water  is 
covered.  Then  immediately  mix  by  spatulation  until  a  smooth  cream 
is  obtained.  Generally,  10  to  15  seconds  is  taken  for  mixing  with 
water;  so  this  leaves  about  two  minutes  for  application  to  the 
subject  before  setting  time  is  reached. 

Dental  plaster  is  used  to  take  small  impressions  such  as  noses, 
chins,  eyesockets,  teeth  or  fingers  and  for  repair  of  casting  plaster 
molds  where  speed  and  not  strength  is  required.  It  makes  an  excel- 
lent waste  mold  material  because  it  breaks  away  easily.  White  is 
the  best  shade  to  use.  Ten-pound  quantities  are  the  most  economical 
for  laboratory  work. 

Casting  Plaster 

Made  by  the  U.S.  Gypsum  Company,  this  material  sets  in  about 
20  to  25  minutes  and  is  the  standard  type  of  plaster  used  in  taking 
most  casts.  To  hasten  the  setting  time  add  a  teaspoonful  of  common 
salt  to  each  quart  of  water  used  in  the  mix.  Plaster  has  the  absorp- 
tion qualities  necessary  for  the  slush  molding  of  latex.  It  is  also  one 
of  the  materials  widely  used  for  taking  face  casts  or  entire  heads. 

Hydrocal 

TheU.S.  Gypsum  Company  manufacture  a  group  of  low  expansion 
hydrocals  which  are  adaptable  for  work  in  the  make-up  laboratory. 

Ultracal  30;  the  newest  super-strength[rgypsum.  Recommended 
where  extreme  accuracy  and  additional  surface  hardness  are  re- 
quired. It  is  harder  and  stronger  than  Hydrocal  A-l  1  and  B-l  1  and 
has  the  lowest  expansion  of  any  gypsum  cement  available,  yet  its 
gradual  set  and  ample  plasticity  make  it  ideal  for  the  splash  casting 
that  this  type  of  work  requires.  It  is  colored  green  for  identification. 

Ultracal  60 :  similar  in  all  respects  except  that  it  has  a  set  about  an 
hour  long.  It  is  designed  for  very  large  models  where  additional 
working  time  and  highest  possible  degree  of  accuracy  are  required. 

Hydrocal  A-ll:  a  high-strength  gypsum  cement  with  a  low 
setting  expansion.  It  is  adaptable  to  the  production  of  hard,  strong, 
tough  casts  and  duplicator  models.  Hydrocal  A-ll  has  a  shorter 
period  of  plasticity  and  stiffens  more  rapidly  than  B-ll  and  it  sets 
in  approximately  25  minutes  after  mixing. 

Hydrocal  B-ll:  has  a  low  setting  expansion,  a  high  degree  of 
plasticity,  a  gradual  setting  action,  and  is  specially  designed  for  the 
splash  cast  technique.  Hydrocal  B-ll  gypsum  cement  sets  in  approxi- 
mately 25  minutes  after  mixing,  which  provides  ample  time  for 
build-up  work. 
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Hydrocal  B-l  1  (slow  set) :  similar  in  all  respects  to  Hydrocal  B-l  1 
except  that  it  sets  approximately  in  1  hour  and  is  designed  for  very 
large  casts  where  additional  working  time  is  required  for  the 
application  of  reinforcing  materials. 

Dental  Stone 

This  is  one  of  the  hardest  of  the  casting  materials  and  is  a  some- 
what heavier  material  than  the  other  rigid  types.  It  has  low  absorp- 
tion qualities  so  is  not  suitable  for  slush  molds.  It  becomes  quite 
hot  as  it  hardens  so  cannot  be  used  for  direct  face  casting.  Dental 
stone  is  best  for  pressure  molds  where  strength  and  durability  are 
required.  It  is  also  excellent  for  use  where  casts  must  be  heat  cured. 
Care  must  be  taken,  however,  that  no  rapid  temperature  changes 
take  place  as  this  may  crack  the  mold. 

Casting  plaster,  hydrocals  and  dental  stone  are  most  economically 
purchased  in  100-pound  lots.  When  mixing  these  materials  remem- 
ber that  the  strength,  hardness  and  density  of  the  cast  depend  on 
the  amount  of  water  used  in  the  mixing.  With  all  mixes,  a  thin 
mixture  sets  slower  than  a  thick  one.  Prepare  small  quantities  in 
flexible  rubber  bowls  and  larger  mixes  in  polyethylene  wash  bowls 
which  may  be  obtained  at  most  hardware  or  department  stores. 

Always  add  plaster  and  stone  to  water,  sifting  it  or  strewing  it 
with  the  fingers  into  the  water  evenly.  Take  care  not  to  drop  hand- 
fuls  of  the  material  into  the  water  as  this  produces  a  lumpy  mix.  To 
make  a  regular  mix  keep  adding  material  into  water  until  the  surface 
of  the  water  is  completely  covered  with  dry  material.  Then  allow 
this  mix  to  soak  undisturbed  for  about  two  or  three  minutes,  when 
the  surface  of  the  material  will  take  on  the  appearance  of  a  dried 
river  bed.  Now  stir  with  a  spoon  or  non-flexible  dental  spatula  till  a 
creamy  mix  is  obtained.  It  is  then  ready  for  immediate  use.  A  thin 
mix  can  be  made  by  strewing  material  into  water  and  immediately 
mixing  it  with  the  hands  to  remove  all  the  lumps.  This  type  of  mix  is 
useful  for  slush  or  splash  casting  or  for  applying  a  thin  primary  coat 
to  reach  all  the  crevices  in  a  difficult  mold. 

Always  store  plaster  and  stone  in  a  dry  place  that  does  not  have 
great  changes  of  seasonal  temperature.  Wooden  containers  are  best 
and  easiest  to  store.  Before  use  always  loosen  up  the  surface  of  the 
material  in  the  container  to  break  up  any  lumps. 

Flexible  impression  materials 

The  flexible  impression  materials  can  be  dealt  with  under  the 
two  types — moulage  and  alginate. 
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Moulage 

This  is  a  reversible  type  impression  material  which  can  be  used 
for  taking  impressions  of  objects  where  there  are  undercuts  or  where 
plaster  is  not  practical.  It  is  a  negative  material  only.  That  is,  it 
cannot  be  used  to  make  a  permanent  or  finished  positive  cast  as 
can  plaster  or  stone.  This  material  can  be  purchased  under  various 
trade  names  such  as  Negocoll  or  Plastico  Moulage. 

It  must  be  heated  for  use  in  an  enamelled  double  boiler  until  it 
reaches  the  consistency  of  a  thick  batter.  Work  out  all  the  lumps 
before  use.  If  the  mixture  is  too  thin  additional  heating  will  eva- 
porate the  excess  water.  If  it  is  thick  then  more  water  can  be  added 
as  it  is  heating.  When  applying  the  material  take  care  that  it  is  not 
over  100°F.  so  as  not  to  burn  the  face  of  the  subject.  No  special 
preparation  of  the  subject  or  object  to  be  cast  is  necessary  except 
possibly  an  extremely  light  coat  of  petroleum  jelly  on  the  skin  to 
prevent  surface  adhesion  to  hair.  Brush  material  on  with  a  large 
camel's  hair  brush  and  do  not  allow  layers  to  cool  between  applica- 
tion. Some  workers  prefer  artists'  bristle  brushes  for  this  work.  Strips 
of  gauze  or  bandage  can  be  dipped  into  the  mixture  and  painted  into 
the  cast  to  strengthen  it. 

As  moulage  is  flexible  and  will  not  retain  an  accurate  shape  if 
removed  from  the  object  being  cast,  a  casting  plaster  "mother  mold" 
or  retaining  form  must  be  made  over  the  moulage  for  support. 
Strips  of  bandage  can  also  be  soaked  in  the  plaster  and  added  to  the 
mother  mold  for  support  (also  see  Casting  Molds,  page  182). 

Moulage  should  be  stored  in  a  sealed  container  to  retain  moisture 
content.  Large  pickle  jars  of  quart  or  gallon  size  are  excellent. 
Moulage  can  be  re-ground  in  a  small  hand  meat  grinder  and  re-used 
many  times,  but  each  time  it  is  re-cooked  additional  water  should  be 
added  to  maintain  correct  moisture  content. 

Alginate 

The  Dental  Perfection  Company  makes  a  powder  called  D-P 
Elastic  Impression  Cream  which  is  simple  to  prepare  and  easy  to 
apply.  It  is  better  than  most  moulage  preparations  because  it 
requires  no  heating  and  is  a  stronger  gel.  D-P  powder  is  a  fluffy, 
slightly  pink  powder  compounded  to  set  in  3  J  minutes,  using  water 
at  70°F.  from  the  beginning  of  spatulation.  The  setting  time  will 
vary  about  1\  seconds  with  each  degree  of  temperature  variation  of 
the  water  used  for  mixing.  Warm  weather  hastens  the  set  of  the 
material,  so  chilling  the  bowl  before  mixing  is  advisable  to  slow  down 
the  set.  Using  colder  water  will  retard  the  set  of  the  material  and 
allow  more  time  in  application. 

149 


For  a  basic  formula  mix,  measure  50  c.cm.  of  water  into  a  clean 
cooled  mixing  bowl  and  empty  21  grams  of  D-P  powder  into  the 
water.  Immediately  spatulate  for  about  1  minute  until  a  smooth 
cream  is  obtained  then  apply  directly  to  the  object  being  cast.  This 
material  is  rather  more  likely  to  adhere  to  hair  than  moulage,  so  all 
facial  hair  should  be  well  greased  with  petroleum  jelly.  When  doing 
an  entire  face  15  scoops  of  D-P  to  10  full  measures  of  water  is  about 
the  right  amount  of  material.  When  the  color  begins  to  change  from 
pink  to  ivory  white,  gelation  has  begun.  Once  this  material  has 
started  to  set  another  mix  will  not  adhere  to  the  previous  one,  so 
always  mix  up  enough  to  complete  the  entire  cast.  Mother  molds 
can  be  constructed  in  the  same  way  as  for  any  hydrocolloid  material. 

D-P  Elastic  Impression  Cream  has  a  high  degree  of  elasticity  and 
strength  and  will  take  deep  undercuts  better  than  other  hydro- 
colloids.  Do  not  let  any  hydrocolloid  cast  dry  out  before  making  the 
positive  cast  in  plaster  or  stone  as  a  great  amount  of  shrinkage 
occurs  as  these  materials  lose  their  moisture  content.  Timing  and 
temperature  are  important  in  the  use  of  any  negative  impression 
material,  but  especially  so  with  alginate  types  such  as  D-P.  A  perfect 
miniature  about  one-third  the  original  size  of  the  object  which  was 
cast  can  be  made  from  an  alginate  mold  by  carefully  drying  the 
material  with  a  hair  dryer  so  that  it  shrinks  each  part  of  the  cast 
proportionately. 

In  all  cases,  stone  or  casting  plaster  is  the  positive  material  used 
in  conjunction  with  these  negative  materials  unless  a  wax  positive 
is  required.  Wax  casts  are  used  only  in  special  cases  so  need  not  be 
discussed  here.  Any  good  book  on  molding  and  casting  can  give 
procedures  and  formulas  for  wax  casting. 

Duplicating  materials 

Duplicating  materials  differ  from  impression  materials  in  that 
the  latter  are  generally  used  to  take  primary  or  original  casts  of  the 
subject  while  the  former  are  used  in  making  duplicates  of  the 
original  positive  by  making  a  permanent  negative  mold  suitable 
for  this  operation. 

Latices  l-P-2  and  l-P-3 

The  General  Latex  Corporation  can  supply  an  excellent  group 
of  latices  for  duplicating  molds.  They  are  concentrated  dispersions 
of  latices  containing  all  the  necessary  compounding  ingredients 
and  have  the  consistency  of  very  thick  cream.  Molds  made  from 
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them  do  not  require  a  high  temperature  cure  in  order  to  attain 
maximum  strength,  and  the  model  which  is  to  be  reproduced  can 
be  made  of  any  desired  material  which  is  not  soluble  in  water, 
including  plaster,  hydrocal,  stone,  modelling  clay  or  plastalene  and 
so  forth.  Clay  and  other  soft  materials  may  be  shellaced  to  allow 
duplicating  latices  to  adhere. 

Using  the  l-P-2  attach  the  model  firmly  to  a  glass  plate  and  allow 
the  bond  to  dry.  Rinse  out  an  ordinary  paint  brush  in  soapy  water 
and  shake  out  the  excess.  Then  apply  a  thin  even  coat  of  l-P-2  to 
the  model,  brushing  it  out  thoroughly  to  remove  air  bubbles.  Work 
from  top  to  bottom  and  finish  by  extending  the  coating  out  hori- 
zontally on  to  the  glass  plate  for  a  distance  of  about  1J  inches. 
Allow  the  coating  to  dry  until  it  is  dry  to  the  touch.  Apply  a  second 
coat  in  a  checkerboard  pattern,  that  is,  spots  of  latex  touching  at 
their  corners  but  leaving  uncoated  spaces  of  approximately  the  same 
size  in  between.  Allow  to  dry  and  apply  a  third  coat  over  the  entire 
surface  like  the  first.  This  procedure  reduces  the  tendency  of  the 
mold  to  shrink  so  that  the  dimensions  of  its  cavity  will  be  only 
slightly  less  than  those  of  the  model.  Continue  with  alternate 
checkerboard  and  all-over  coats  and  with  drying  between  coats 
until  the  desired  mold  thickness  has  been  built  up.  For  small 
models  like  noses,  three  to  five  coats  may  suffice;  for  face  masks  and 
larger  models,  as  many  as  twelve  may  be  required.  Then  apply 
l-P-3,  a  heavier  paste,  which  will  give  a  much  faster  build-up.  If 
desired,  the  l-P-3  may  be  made  into  a  still  heavier  paste  by  mixing 
into  it  a  small  amount  of  flocking  material.  This  mixture  is  then 
smeared  on  to  the  mold.  Longer  drying  periods  are  required  for 
this  mix. 

A  portable  hair  dryer  is  an  excellent  means  of  drying  the  coats 
of  latex.  To  give  the  mold  its  greatest  possible  strength,  it  should  be 
heated  after  its  final  drying  and  before  it  is  removed  from  the  model, 
as  follows :  dry  it  overnight  in  a  warm  room  or  heat  it  for  one  hour 
at  about  175°F.  Large  molds  usually  require  backings  or  mother 
molds  of  plaster  to  retain  the  shape  of  the  duplicating  mold  when 
pouring  the  duplicate  positives. 

The  mold  can  be  treated  on  the  inside  with  soapsuds  or  a  mixture 
of  zinc  stearate  and  alcohol  before  it  is  used  to  make  plaster  or 
stone  duplicates,  in  order  to  prevent  any  sticking. 

The  brush  may  be  cleaned  with  soap  and  water  before  the  latex 
has  a  chance  to  dry  out  on  the  brush.  If  the  latex  does  dry  out  on  the 
brush  it  may  be  cleaned  with  kerosene  or  carbon  tetrachloride, 
followed  by  a  washing  in  hot  soapy  water  and  a  rinse  in  plain  water. 
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Although  latex  produces  an  excellent  mold,  if  close  tolerances 
are  required  in  the  duplicate  positives,  then  materials  which  have 
less  shrinkage  should  be  used.  Some  of  these  materials  last  better 
and  shrink  far  less  than  latex  preparations.  Some  varieties  of  these 
materials  are : 

Koroseal 

The  Perma-Flex  Mold  Company  makes  two  types  of  molding 
material  for  duplicating  molds.  One  is  Koroseal  Flexible  Molding 
Compound  which  is  a  synthetic,  flexible,  permanent  but  re-usable 
material  consisting  essentially  of  polyvinyl  chloride,  plasticized  to 
varying  degrees  of  hardness.  It  is  a  thermoplastic  which  can  be 
melted  and  poured  to  make  flexible  molds.  It  is  unaffected  by  water, 
the  setting  heat  or  alkali  action  of  plaster  and  stone,  requires  no 
lubrication  or  parting  compounds  and  does  not  shrink  appreciably, 
nor  harden  with  age.  Also,  being  flexible,  it  permits  the  casting  of 
pieces  with  many  undercuts. 

For  make-up  purposes,  Koroseal  FMC  comes  in  the  following 
grades : 

No.  6 — The  standard  mold  material  for  plaster  or  stone  casting.  Extremely 
tough,  semi-rigid,  lasts  indefinitely  in  hard  casting  service.  Re-meltable  three 
to  ten  times,  depending  on  care  used  in  melting. 

No.  13 — Soft,  translucent  grade,  useful  for  many  applications  where 
extreme  resilience  and  "stretch"  is  required.  Generally  requires  a  mother  mold 
support  of  plaster.  Re-meltable  many  times  with  care. 

Radiant  heat  is  best  for  melting  this  material,  and  small  melts 
up  to  four  or  five  pounds  can  be  made  with  a  375-watt  infra-red  lamp 
directed  into  the  top  of  a  stainless  steel  or  enamelled  pot  containing 
the  Koroseal  FMC.  The  pot  should  be  placed  on  mineral  wool  to 
prevent  heat  loss  from  the  bottom.  After  melting  to  a  fluid,  with 
occasional  stirring,  permit  the  radiant  heat  source  to  continue  long 
enough  to  clear  the  included  gas  bubbles  from  the  melt  before 
pouring. 

Plaster  models  will  crack  from  the  heat  so  dental  stone  models 
must  be  used  and  great  care  taken  that  the  mix  is  not  too  hot  or  the 
stone  will  also  crack  in  the  thin  places.  It  is  well  to  heat  the  model 
slowly  to  about  200°F.  before  covering  with  Koroseal  FMC.  Glass, 
marble  or  metal  molds  should  also  be  pre-heated  before  FMC  is 
used  to  duplicate. 

This  material  is  formed  as  a  hot  liquid  which  flows  at  tempera- 
tures between  260°F.  and  350°F.  In  its  liquid  state  it  attacks  the 
common  metals  and  must  be  melted  in  enamelled  iron,  Pyrex  glass 
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or  stainless  steel  containers.  Overheating  the  material  will  make  it 
decompose  so  care  should  be  taken  as  to  the  temperature  ranges. 
Always  melt  in  adequate  ventilation.  After  pouring,  Koroseal 
FMC  must  be  allowed  to  cool  out  slowly  until  it  is  cold  before 
removal  from  the  model  as  there  is  contraction  during  cooling. 
Never  use  hot  material  on  the  skin ! 

Perma-Flex  CMC 

This  material  is  also  manufactured  by  Perma-Flex  and  is  a  poly- 
mercaptan  base  synthetic  adapted  for  forming  flexible  molds 
directly  over  modelling  clay,  soap,  wood  and  other  heat-sensitive 
materials.  It  pours  as  a  liquid  and  cures  rapidly  to  finished  form 
without  heat.  Molds  made  of  this  material  are  not  quite  as  tough 
as  Koroseal  FMC  and  cannot  be  re-melted. 

The  New  Plastic  Corporation  also  make  thermoplastic  materials 
called  Nupla-Flesh  and  Nuplamold  which  are  similar  to  Koroseal 
FMC. 


Latex 

The  latex  used  for  prosthetic  making  is  a  pre-vulcanized  natural 
rubber  suspension  in  ammoniacal  water  which  air  dries  at  room  or 
oven  temperature  to  a  film  or  piece  which  cannot  then  be  redis- 
solved  in  the  same  suspension  liquid.  Some  latices  have  fillers  already 
added  to  opacify  or  stiffen  the  qualities  of  the  finished  film,  but 
these  do  not  store  as  well  as  the  unfillered  types.  Fillers  can  also  be 
added  to  the  unfillered  varieties  just  prior  to  use  to  produce  a  less 
translucent  prosthetic  which  will  take  intrinsic  (color  added  in  initial 
formulation  prior  to  curing  latex)  and  extrinsic  (color  added  over 
the  prosthetic  such  as  Rubber  Mask  Greasepaint)  coloration  to  a 
better  and  more  evenly  distributed  degree. 

Filler  can  be  obtained  at  most  latex  houses  or  made  by  adding  25 
grams  of  zinc  oxide  to  100  c.cm.  of  distilled  water.  Depending  upon 
the  degree  of  opacity  desired  in  the  finished  product,  anywhere 
from  1  to  10  per  cent  of  filler  can  be  added  to  any  pre-vulcanized 
latex  for  prosthetic  use.  The  more  filler  is  added,  the  stiffer  the 
prosthetic  after  curing — this  will  be  the  rule  if  over  10  per  cent  filler 
is  added.  Thorough  mixing  is  essential  to  provide  good  dispersion 
of  the  filler  in  the  latex. 

For  make-up  purposes  three  types  of  latex  molding  methods 
are  employed:  slush  molding  method,  painting-in  and  foamed 
latex  procedures. 
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Slush  Molding 

In  this  method  the  latex  compound  is  poured  into  a  plaster  mold 
until  the  mold  is  completely  full  of  latex.  The  latex  is  then  left  in 
the  mold  from  1  to  1 5  minutes  depending  on  the  desired  thickness 
of  the  article  being  cast.  The  thickness  of  the  build-up  can  be  tested 
by  tilting  the  mold  slightly  and  noticing  the  thickness  of  the  latex 
build-up  along  the  edge  of  the  piece.  After  the  desired  thickness  is 
reached,  the  latex  is  poured  out  of  the  mold  back  into  the  storage 
bottle,  the  cast  drained  by  holding  it  upside  down  for  a  minute  or  so, 
and  then  dried  with  a  portable  hair  dryer  or  in  a  heat-controlled 
oven. 

Slush  molding  requires  the  use  of  a  tillered  latex  as  the  unfillered 
variety  will  not  build-up  on  itself  in  a  plaster  mold.  Incidentally, 
it  is  not  necessary  to  dry  the  finished  prosthetic  with  heat.  This  only 
speeds  the  production  process.  Latex  will  air  cure  in  an  hour  or  two 
in  most  cases,  as  latex  dries  in  the  mold  not  only  by  evaporation  of 
water  content,  but  mainly  by  absorption  into  the  porous  plaster 
mold.  For  this  reason  plaster  is  better  than  stone  or  hydrocal  for 
slush  molding.  However,  some  workers  add  about  20  per  cent  of 
dental  stone  to  their  plaster  mix  when  making  slush  molds  to  harden 
or  toughen  them  when  long  usage  is  expected. 

Paint ing-in  Molding 

This  method  consists  of  painting-in  the  liquid  latex  into  the  mold 
in  successive  overlapping  coats — the  thinnest  being  closest  to  the 
edge  of  the  prosthetic  piece.  Slush  molding  will  produce  a  heavy 
ungraduated  edge  of  the  article  cast,  while  in  the  painting-in 
method  the  thickness  of  the  piece  and  the  blending  edge  can  be 
carefully  controlled.  The  edge  can  be  graduated  to  a  single  coat 
thickness  while  the  body  of  the  piece  can  be  made  heavier  by  the 
addition  of  more  coats.  Sometimes  small  pieces  of  paper  towelling 
are  added  to  areas  such  as  the  alae  on  a  nose  prosthetic  to  strengthen 
and  stiffen  this  portion  of  the  piece.  Towelling  should  be  torn  into 
shape  rather  than  cut  so  as  to  produce  more  graduated  edges  and 
added  in  place  with  the  brush  used  to  paint  in  the  latex.  Latex  can 
then  be  coated  over  the  paper  to  make  it  a  part  of  the  prosthetic. 
Either  fillered  or  unfillered  latex  can  be  used  for  this  method. 

Most  workers  use  this  process  in  making  the  hollow  type  pros- 
thetic pieces  as  it  allows  good  control  over  both  the  area  to  be  built 
up  and  the  amount  of  build  at  any  one  given  point.  Medium  sized 
Chinese  bristle  brushes  are  best  for  painting  the  latex  into  the  molds. 
Always  work  up  a  good  foam  of  soapsuds  with  the  brush  and  wipe 
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SLUSH  CASTING  and  PAINT-IN  MOLDING.  Top  and  bottom  left:  Stages  in  slush  casting. 
Bottom  right:  Paint-in  molding — the  mold,  the  clay  model  and  the  finished  nose. 
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it  off  before  putting  it  into  the  latex.  This  procedure  will  prevent  the 
latex  from  solidifying  or  building-up  on  the  bristles  of  the  brush  and 
facilitate  its  cleaning  in  cold  running  water  after  use. 

Both  slush  molding  and  paint-in  molding  require  only  the  use  of  a 
negative  type  mold  to  make  the  prosthetic,  while  the  molds  used  in 
foamed  latex  procedures  have  both  a  positive  and  a  negative  side 
which  fit  very  closely  together,  leaving  room  only  for  the  foam  to 
make  the  prosthetic.  (For  further  explanation  see  Casting  Molds, 
page  182.) 

Grades  of  Latex 

There  are  many  grades  of  latex  available  from  a  multitude  of 
companies  which  can  be  used  for  slush  and  paint-in  molding.  We 
have  selected  as  examples  of  these  materials  the  three  types  most 
widely  used  by  the  professional  make-up  artists  in  New  York. 

The  General  Latex  Corporation  can  supply  two  types  which  will 
produce  good  prosthetics  for  make-up  purposes : 

l-V-10.  A  natural  unfillered  latex  which  can  be  used  unfillered 
for  extremely  rubbery  translucent  casts  or  fillered  for  the  more 
opaque  varieties.  It  must  be  fillered  for  use  as  a  slush  molding  com- 
pound. 

l-R-15.  A  fillered  casting  compound  for  slush  molding. 

It  comes  in  colors:  Flesh  No.  1,  Flesh  No.  2,  Flesh  No.  4,  White 
No.  1,  Pink  No.  1,  Yellow  No.  1,  Blue  No.  1  and  various  other 
deeper  colors. 

The  properties  of  the  two  types  are  shown  in  the  table  below. 


I-V-IO  AND    l-R-15   LATEX 


Properties 

l-V-10 

l-R-15 

Liquid 

pH. 

10-11 

10-11 

Fire  hazard 

None 

None 

Color 

White,  dries  clear 

As  desired 

Viscosity 

Low 

Stability 

Good 

Satisfactory 

Allergy 

None  known 

None  known 

Drying  rate 

Fast 

Fast 

Film 

Flexibility 

Excellent 

Good 

Curing  range 

Pre-vulcanized 

Pre-vulcanized 

Filming  properties 

Excellent 

Good 

Dry  tack 

Very  slight 

None 

Water  resistance 

Good 

Fair 

Ageing  properties 

Excellent 

Adequate 
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The  Heveatex  Corporation  makes  a  slush  molding  latex  material 
which  is  very  good  for  large  masks  and  heads  besides  other  purposes. 
It  comes  in  two  parts :  the  latex,  which  is  called  Compound  X-347 
and  the  filler,  Dispersion  A- 192.  The  mixture  of  these  two  should 
be  made  about  one  hour  before  the  material  is  to  be  used  as  it 
cannot  be  stored  for  very  long.  For  hard  masks  and  large  heads 
which  require  strength,  1J  parts  of  Dispersion  to  1  part  of  Com- 
pound. For  soft  articles  and  general  molding,  add  a  \  part  of  Dis- 
persion to  1  part  of  Compound. 

Ammonia  Loss 

Excess  ammonia  loss  can  be  replaced  in  any  of  the  pre-vulcanized 
latices  with  2  per  cent  ammonia  in  water;  adjust  to  the  proper  pH 
value.  The  pH  value  indicates  the  acidity  or  alkalinity  of  a  liquid, 
pH-1  being  strongly  acid,  pH-7  being  neutral,  and  pH-14  being 
strongly  alkaline.  Most  chemical  supply  houses  stock  test  papers 
for  determining  the  pH  value  of  liquids.  When  exposed  to  the 
liquid  the  test  papers  will  change  color  within  a  short  range  of  pH 
value  according  to  a  chart  which  is  furnished  with  the  papers.  A 
value  of  pH  10  or  1 1  is  correct  for  most  latices. 

Latex  Softener 

To  make  softer  latex  pieces  any  latex  compound  can  have  added 
to  it  a  plasticizer  which  consists  of: 


PLASTICIZER 


Stearic  acid 

Water 

Oleic  acid 

Potassium  hydroxide 
Ammonium  hydroxide  28  per  cent 


4  grams 

5  grams 
1       gram 

•12  grams 
•12  grams 


Latex  Thickeners 

Acrysol  GS  made  by  the  Rohm  and  Haas  Company  is  excellent 
to  thicken  latex.  Tincture  of  green  soap  can  also  be  used.  A  small 
amount  of  either  of  these  materials  will  thicken  latex  to  a  buttery 
consistency  in  about  ten  minutes.  It  can  then  be  spatulated  into  a 
mold  to  add  bulk  to  a  particular  section.  Thickeners  retard  the  drying 
of  latex. 

Foamed  Latex 

For  best  possible  adhesion  and  effect,  foam  latex  prosthetics  are 
unsurpassed  in  make-up  work. 

157 


The  C  &  S  Coatings  Company  have  developed  an  excellent  foam 
rubber  formula  for  making  articles  for  make-up  purposes.  With  it, 
hydrocal  or  dental  stone  molds  may  be  employed  rather  than  the 
metal  molds  necessary  for  large-scale  commercial  production  of 
foamed  pieces. 

The  quantities  indicated  below  may  be  increased  in  proportion 
for  the  production  of  larger  articles.  It  should  also  be  noted  that 
the  quantities  are  for  wet  unfoamed  material  while  the  finished 
volume  may  be  foamed  up  to  10  times  this  volume  for  very  soft 
finished  foam  products.  Most  make-up  prosthetics  are  foamed  to 
about  5  volumes. 

For  easy  measurement  while  mixing,  the  bowl  used  should  be 
marked  at  the  |-pint  and  the  1-pint  mixture  mark,  and  also  marked 
at  a  place  five  times  the  volume  of  each.  When  beating  up  the  foam 
watch  this  second,  or  five  times,  volume  mark  and  stop  the  high  or 
medium  speed  mixing  when  it  reaches  this  level.  Half  a  pint  of 
foamed  material  will  be  sufficient  for  a  large  double  chin  and  four 
or  five  noses. 

Small  quantities  may  be  weighed  in  small  paper  cups  and  dye  can 
best  be  added  to  the  mix  with  a  pipette.  The  best  dye  colors  for 
tinting  the  latex  are  Pontamine  Fast  Brown  and  Fast  Red  made  by 
Dupont.  A  strong  solution  (20  to  30  per  cent)  of  each  can  be  made 
by  dissolving  the  dye  in  boiling  water.  The  correct  basic  color  tint 
can  be  imparted  to  the  latex  by  using  either  one  or  a  mixture  of  these 
two  colors. 

FOAM  RUBBER  BASIC  FORMULA 


1  pint 

ipint 

A. 

Latex  foam  base 

. .     445     grams 

223     grams 

Creaming  compound 

42     grams 

21     grams 

Cure  aid 

3     grams 

1*5  grams 

Dilution  water 

20     grams 

10     grams 

Dye  color 

1-2  c.cm. 

•6  c.cm. 

B. 

Activator 

19     grams 

9-5  grams 

Dilution  water 

10     grams 

5     grams 

C. 

Setting  compound 

5     grams 

2-5  grams 

Dilution  water 

10     grams 

5     grams 

Method  of  Preparing  Foam  Latex 

1.  Weigh  the  foam  base,  straining  it  through  coarse  mesh  to 
remove  the  lumps  into  a  plastic  container  (the  polyethylene  type 
for  holding  orange  juice  is  excellent  for  this).  Then  add  the  creaming 
compound,  the  cure  aid,  the  dilution  water  and  the  dye  color.  Pour 
this  into  a  stainless  steel  beaker  and  beat  at  high  or  medium  speed 
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until  the  desired  volume  is  obtained.  A  kitchen  type  Mixmaster 
with  a  special  beater  is  best  for  whipping  foam. 

2.  When  five  volumes  from  the  original  mix  of  A  is  obtained, 
slow  down  the  whip  speed  and  continue  to  whip  for  10  minutes  to 
break  down  the  large  air  bubbles  and  smooth  out  the  foam. 

3.  At  slow  speed  whip,  add  the  B  mix  and  continue  to  whip  for 
2  minutes. 

4.  Still  at  slow  speed  whip,  add  the  C  mix  and  whip  for  exactly 
1  minute. 

5.  Immediately  pour  into  waiting  molds,  close  molds  and  allow 
to  stand  undisturbed  for  about  10  minutes.  First  gel  occurs  in  about 
1  to  1 J  minutes  and  full  gel  occurs  in  10  minutes. 

6.  Place  molds  in  dry  air  oven,  and  cure  at  approximately  200F. 
for  3  to  6  hours  depending  upon  the  size  of  the  article  and  the  thick- 
ness of  the  mold.  Always  let  molds  cool  slowly  in  the  oven  to  prevent 
cracking  the  molds.  Metal  molds  may  be  cured  in  hot  water  for  30 
minutes  or  in  live  steam  for  20  minutes. 

7.  The  article  is  more  easily  released  from  the  plaster  or  stone 
molds  if  the  mold  is  coated  with  a  mixture  of  zinc  stearate  and 
castor  oil. 

The  setting  compound  may  be  increased  or  decreased  to  give  a 
shorter  or  longer  setting  time.  The  larger  the  amount  used,  the 
shorter  the  setting  period  will  be. 

In  some  cases  where  it  is  necessary  to  pour  the  finished  foam  into 
very  small  orifices  and  the  compression  technique  is  not  possible,  a 
greater  amount  of  dilution  water  may  be  added  to  the  regular  for- 
mula at  the  beginning  of  the  foam  mix  to  obtain  a  more  fluid 
finished  foam.  However,  the  larger  the  amount  of  water  used  the 
greater  the  shrinkage  that  may  be  expected. 

In  general,  the  room  temperature  while  mixing  foam  should  be  at 
approximately  75-80 CF.  Higher  temperatures  will  cause  faster 
setting  and  lower  temperatures  will  cause  a  slower  setting  period. 
If  the  temperature  is  below  60CF.,  successful  foaming  operations  are 
impracticable. 

Another  latex  formula  and  procedure  is  recommended  by  Holly- 
wood Latex  Products  Company  for  make-up  prosthetics.  The  mold 
is  first  prepared  for  use  by  spreading  castor  oil  on  both  its  sides, 
both  to  clean  it  and  to  prevent  the  chemicals  in  the  latex  from  attack- 
ing the  mold.  A  new  mold  should  be  given  a  good  soaking  coat  of 
castor  oil.  After  each  use,  while  the  mold  is  still  warm  after  being 
removed  from  the  oven,  it  should  be  again  coated  with  oil  and  then 
wiped  with  a  clean  towel. 
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When  the  mold  has  thoroughly  cooled,  coat  both  sides  with  Mold 
Lube  separating  agent  and  let  it  set  for  a  few  minutes.  The  excess 
can  then  be  wiped  off  with  tissue.  Following  this,  coat  the  mold  with 
a  good  face  soap  with  a  sable  brush.  Do  not  foam  the  soap  solution 
but  spread  a  thin  coating  over  the  mold  to  get  a  polish  or  shine  on 
the  mold  surface.  The  mold  can  then  be  set  aside  ready  for  use. 

Color  should  be  added  directly  to  the  latex  before  combining  in 
a  mix.  A  gallon  at  a  time  should  be  tinted  with  the  same  dye  formula 
as  previously  mentioned.  Mix  thoroughly  and  then  strain  with 
cheesecloth.  The  latex  can  then  be  stored  in  J-gallon  brown  glass 
wide  mouth  bottles  until  ready  for  use.  If  the  latex  is  shaken  each 
day  it  will  keep  for  six  or  seven  months. 

LATEX  FORMULA 

Latex   . .         . .         . .         . .         . .         . .  . .  1 50  grams 

Curing  paste              . .         . .         . .         . .  . .  . .       12  grams 

Foaming  agent          . .         . .         . .         . .  . .  . .       30  grams 

Put  the  above  into  a  steel  beaker  and  stir  well  with  a  rubber 
spatula.  Always  keep  the  tops  of  the  storage  jars  for  these  items 
clean  so  that  the  covers  will  not  be  sealed  to  the  jars  by  excess 
material.  The  curing  paste  should  be  stirred  well  before  addition 
to  the  mix. 

Start  beating  the  mix  with  the  kitchen  type  Mixmaster  fitted  with 
the  special  beater  at  a  setting  of  about  3  for  15  seconds,  then  raise 
the  setting  to  5  until  the  desired  volume  is  reached.  Five  volumes 
will  produce  the  correct  softness  in  most  pieces.  For  a  firmer  piece 
beat  to  3J  volumes  and  for  very  soft  foam  try  6  to  7  volumes.  When 
the  required  volume  is  reached,  reduce  the  setting  to  3.  At  a  room 
temperature  of  72°F.  beat  for  about  10  minutes.  On  a  colder  day 
or  at  slightly  cooler  room  temperatures  the  mix  can  be  beaten  for 
15  minutes.  On  a  warm  or  humid  day  beat  for  about  10  minutes 
but  cut  the  amount  of  the  gelling  agent  slightly. 

To  obtain  a  lighter  weight  sponge  add  1 5  grams  of  distilled  water. 
However,  the  less  the  water  the  less  the  shrinkage.  This  dilution 
water  is  also  added  in  this  formula  to  allow  a  stiffer  type  of  sponge 
to  be  poured  (low  volume  beat  mix). 

After  beating  for  the  correct  time  and  volume  add  10  grams  of 
catalyst  and  beat  for  1  minute  at  a  setting  of  3,  \  minute  at  2,  and 
\  minute  at  1 .  By  varying  this  catalyst  or  sponge  setting  agent  from 
7  to  13  grams  a  slower  or  a  faster  gel  can  be  made  respectively.  At 
10  grams  the  sponge  should  gel  in  about  15  minutes.  If  it  takes  13 
grams  of  catalyst  to  set  the  sponge  in  15  minutes,  then  the  latex 
should  be  beaten  slowly  with  the  Mixmaster  prior  to  its  addition 
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to  the  other  constituents  in  order  to  disperse  some  of  the  ammonia 
in  the  latex. 

Pour  the  mix  carefully  into  the  female  side  of  the  prepared  mold 
and  then  put  on  the  male  side.  The  mix  can  be  run  down  the  side 
of  a  spatula  if  the  piece  is  small.  Then  press  firmly  on  the  mold  and 
set  aside  until  gelation  is  complete. 

The  mold  is  then  placed4in  an  oven  for  5  to  5J  hours  at  200°F. 
A  new  mold  sometimes  requires  7  to  8  hours  as  some  of  the  water 
must  dry  out  of  the  mold.  The  thickness  of  the  mold  rather  than  the 
size  of  the  prosthetic  determines  the  amount  of  curing  needed. 
Over-curing  will  not  ruin  the  mold  or  the  appliance  at  this  tem- 
perature. 

For  a  double  batch  size — double  the  beating  time  to  30  minutes 
or  use  a  larger  beater  of  the  same  design.  Also  for  a  larger  sized 
container  use  a  proportionately  larger  beater. 

For  a  very  large  mold  the  injection  method  may  be  used.  Drill 
|  inch  holes  in  the  male  side  of  the  mold  with  a  long  drill  where  the 
undercuts  will  occur.  A  larger  hole  can  be  cut  into  the  male  section 
for  the  injection  of  the  foam.  Use  paper  shims  to  keep  the  mold  open 
and  inject  with  a  gun  until  the  foam  comes  out  of  the  sides  of  the 
mold.  Then  remove  the  shims  and  press  the  sides  of  the  mold  to- 
gether. For  further  information  on  this  method  contact  the  com- 
panies which  supply  the  latex  for  foam  processes. 

Coloration 

Intrinsic  coloration  is  the  process  of  adding  dyes  or  colloidal 
colors  to  the  liquid  latex  prior  to  its  use  as  a  casting  material. 
Extrinsic  coloration  is  done  with  greasepaint  and  other  make-up  or 
paint  materials  after  the  prosthetic  had  been  made  and  cured. 

The  Dupont  Company  makes  a  series  called  the  Pontamine 
colors  which  can  be  used  for  intrinsic  coloration  of  latex  or  any 
other  water  emulsions  or  solutions.  A  10  per  cent  solution  of  the 
dye  dissolved  in  boiling  water  is  best.  These  dyes  are  made  in  the 
following  colors : 

Pink  BL  Gray  BL  Blue  4  GLN 

Brown  2  BL  Orange  2  GL  Blue  SRL 

Red  8  NL  Yellow  UNL 

Another  Dupont  Company  series  can  be  used  for  oil  coloration. 
The  colours  are: 

Anthraquinone  Blue  AB  Base  Oil  Red 

Anthraquinone  Blue  Sky  Base  Oil  Black  BG 

Anthraquinone  Green  G  Base  Oil  Brown  N 

Anthraquinone  Iris  R  Base  Oil  Yellow  N 

Oil  Fast  Yellow  EG 
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Ten  grams  of  dye  to  50  c.cm.  of  a  half  and  half  benzine- turpentine 
mixture  is  best.  This  solution  can  be  used  for  the  extrinsic  coloration 
of  latex  prosthetics. 

The  addition  of  dye  solutions  to  latex  will  vary  according  to  the 
desired  color  of  the  finished  prosthetic.  Unfillered  latex  will  deepen 
greatly  in  color  as  it  dries  when  even  a  small  amount  of  dye  solu- 
tion is  added  to  it.  Fillered  latex,  on  the  other  hand,  because  of  the 
white  zinc  oxide  dispersion  or  filler,  will  require  more  dye  to  achieve 
the  same  amount  of  coloration  in  the  finished  piece.  In  any  case  the 
same  specific  effect  cannot  be  reached  as  the  unfillered  latex  pros- 
thetic will  still  have  a  certain  amount  of  translucency  while  the 
fillered  piece  is  opaque.  Matching  coloration  in  fillered  and  un- 
fillered pieces  requires  much  experiment.  Stronger  solutions  of  dye 
(20  to  30  per  cent)  are  better  for  use  with  foamed  latex  so  as  not  to 
disturb  the  critical  water  balance  in  the  formula. 

Colloidal  colors,  which  are  concentrated  dispersions  of  pigments 
in  water  rather  than  dyes,  can  also  be  used  to  color  latex.  By  com- 
bining yellow  and  red  with  a  little  brown  and  blue,  a  color  similar 
to  almost  any  make-up  base  shade  can  be  obtained.  However,  it  is 
not  necessary  to  color  the  latex  the  exact  shade  of  the  required 
finished  color  with  intrinsic  coloration  as  the  extrinsic  color  used 
will  accomplish  this  best  in  most  cases.  It  is  simply  necessary  to 
remove  the  cold  whiteness  or  undesirable  yellowness  of  the  dried 
latex  which  occurs  when  no  intrinsic  coloration  is  employed.  It  is 
also  well  to  remember,  however,  that  a  light  colored  prosthetic  is 
much  easier  to  cover  with  extrinsic  coloration  than  one  which  is  too 
dark  in  tone. 

The  reflectance  value  of  natural  skin  and  latex  are  different,  so  a 
latex  prosthetic  which  is  carefully  matched  by  eye  to  the  coloration 
of  a  particular  adjoining  skin  area  will  in  most  cases  look  darker  on 
camera  unless  covered  by  make-up.  This  is  because  the  skin  will 
reflect  more  light  than  the  mat-finish  latex  piece.  Therefore  Rubber 
Mask  Greasepaint  or  some  similar  product  which  will  not  attack 
latex  must  be  applied  to  both  the  latex  piece  and  the  adjoining  skin 
area  to  match  them  to  the  closest  possible  degree  of  light  reflectance 
after  they  are  powdered. 

Most  regular  greasepaints  and  Pan-Stik  will  attack  and  soften 
latex  so  special  products  such  as  Max  Factor's  Rubber  Mask 
Greasepaint  or  Pro-Base  (made  by  Gordon  Bau  of  Warner  Bros. 
Studios)  are  necessary  for  this  work.  They  are  best  applied  by 
stippling  them  on  with  either  a  red  rubber  sponge  or  the  foam  latex 
variety  depending  on  the  skin  texture  desired  on  a  particular  area. 
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Blend  these  greases  to  a  very  thin  coating  as  they  contain  a  high 
percentage  of  color.  Any  type  powder  can  be  used,  but  a  non- 
coloring  powder  such  as  plain  talc,  Max  Factor  C3-238  or  Westmore 
Tru-Glo  Finishing  Powder  is  preferred  by  most  make-up  artists. 
Factor  Technicolor  Special  No.  1  is  also  an  excellent  powder  to  use 
when  a  slightly  heavier  powder  is  desired. 

Lacquers  can  also  be  used  for  extrinsic  coloration  of  latex.  A 
good  one  is  supplied  by  the  Heveatex  Corporation  under  the 
number  P-438.  There  are  many  colors  besides  a  clear  which  are 
excellent  for  giving  a  surface  shine  finish  to  a  latex  piece.  As  xylol  is 
the  solvent,  these  lacquers  incorporate  themselves  into  the  latex 
besides  covering  the  surface  so  that  no  peeling  off  of  the  color  will 
occur.  These  lacquers  are  excellent  to  use  for  coloring  clown  noses 
or  for  drawing  designs  or  lines  on  latex  masks.  They  can  also  be 
thinned  out  and  sprayed  with  an  airbrush  for  the  production 
coloring  of  rubber  masks. 

Adherents 

Applying  latex  or  foamed  prosthetics  to  the  skin  is  a  simple 
affair.  Cut  the  excess  from  the  appliance  leaving  the  blending  edge 
wide  enough  to  adhere  the  piece  to  the  skin.  Coat  this  edge  with 
Max  Factor  Adhesive  and  piece  the  appliance  on  the  desired  area. 
The  edge  can  then  be  pressed  in  with  a  clean  lintless  towel  until  the 
appliance  is  firmly  adhered.  Clean  away  excess  or  extruded  gum 
from  the  edge  with  a  corner  of  the  towel  which  has  been  dampened 
with  isopropyl  alcohol. 

The  appliance  is  now  ready  for  extrinsic  coloration.  Prior  to  the 
application  of  this  coloration  some  make-up  artists  stipple  Duo 
Adhesive  over  the  edge  of  the  appliance  further  to  blend  in  or  cover 
the  edge.  The  Duo  is  then  dried  before  the  application  of  colora- 
tion. Duo  can  also  be  used  to  adhere  foam  latex  prosthetics,  apply- 
ing the  adhesive  in  the  same  manner  as  described  for  the  other  gum. 
If  the  Max  Factor  or  the  Duo  Adhesive  does  not  hold  the  appliance 
on  the  skin,  owing  to  excess  perspiration,  add  10  per  cent  molding 
material  (see  page  165)  to  the  Max  Factor  Adhesive. 

Plastics 

Plastics  for  make-up  can  be  divided  into  the  following  groups: 
the  molding,  the  cap,  and  the  tooth  plastics.  Although  there  are 
many  varieties  and  makes,  we  will  only  describe  one  or  two  types 
of  each  group. 
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Molding  Plastics 

Most  of  the  molding  plastics  fall  in  the  polyvinyl  butyral  group 
and  the  Union  Carbide  and  Chemical  Company  has  a  product 
of  this  type  called  Vinylite  XYSG.  To  mix  the  molding  compound, 
dissolve  2-25  fluid  ounces  (by  measure)  of  the  Vinylite  XYSG  (a 
white  powder)  in  16  fluid  ounces  of  isopropyl  alcohol.  This  can  be 
accomplished  by  adding  powder  to  alcohol  in  a  gallon  jar  and 
shaking  vigorously  to  disperse  the  powder  in  the  liquid.  Set  aside 
for  a  few  days,  shaking  the  jar  at  every  opportunity  to  dissolve  the 
plastic  in  the  alcohol.  A  faster  method,  but  one  which  requires  the 
addition  of  extra  alcohol  to  make  up  for  evaporation  loss,  is  to  use 
an  electric  mixer  set  at  slow  speed  to  mix  the  plastic  until  it  dis- 
solves in  the  alcohol. 

After  the  plastic  is  completely  dissolved,  add  a  plasticizer  mixture 
of  25  c.cm.  castor  oil,  25  c.cm.  dibutylphthalate  (also  called  DBP), 
and  50  c.cm.  isopropyl  alcohol.  Somewhat  harder  or  more  solid 
appliances  can  be  made  by  using  10  c.cm.  castor  oil,  10  c.cm.  DBP 
and  25  c.cm.  isopropyl  alcohol  as  a  plasticizer  solution.  DBP  can  be 
obtained  from  the  Monsanto  Chemical  Co.  Flexol  3GH  from  the 
Union  Carbide  and  Chemical  Co.  is  also  an  excellent  plasticizer 
for  polyvinyl  butyrals. 

To  prepare  the  plastic  for  use,  pour  some  of  the  compound  into 
clean  cold  water  and  with  clean,  well  scrubbed  hands  knead  the 
then  coagulated  plastic  until  all  the  alcohol  is  pressed  out  and  mixed 
into  the  water.  This  takes  about  2  to  3  minutes.  Remove  the  plastic 
from  the  water  and  it  will  now  be  a  semi-translucent  white  mass. 
Stretch  a  clean  lintless  type  dish  towel  over  the  knee  and  carefully 
roll  plastic  back  and  forth  for  about  15  minutes  to  dry  out  all  the 
water  from  the  mass.  It  is  important  that,  when  ready  to  color  and 
place  in  the  mold,  no  water  content  should  remain  in  the  plastic 
as  this  will  cause  shrinkage. 

When  it  is  dry  to  the  touch,  dip  the  roll  of  material  into  some 
dry  calcium  carbonate  to  give  it  some  opacity  and  knead  this  well 
into  the  material.  A  slight  coloration  may  be  given  to  the  material 
by  rubbing  it  on  the  surface  of  a  cake  of  Light  Technicolor  Dry 
Rouge  and  kneading  the  color  into  the  material.  Do  not  color  too 
deeply  as  the  plastic  has  a  tendency  to  deepen  in  color  as  it  cures  and, 


MAKE-UP  USING  PROSTHETICS  (opposite).  Mr.  Kenneth  Smith  as  General  Kutuzov  in 
the  NBC  color  production  of  the  Prokofief  opera  War  and  Peace.  Top  left:  Applying 
sponge  latex  nose.  Top  right:  Latex  false  eye  applied.  Bottom  left:  Non-flexible  collodion 
scar  added,  base  applied  over  prosthetics.  Bottom  right:  Completed  make-up. 
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again,  a  pale  shade  is  easier  to  cover  with  make-up  than  a  dark 
shade. 

The  material  is  then  ready  to  place  in  the  mold,  which  must  be  a 
pressure  type  made  of  dental  stone  composed  of  a  male  and  female 
side.  Grease  the  female  side  well  with  petroleum  jelly  (vaseline)  and 
lightly  wipe  the  male  side  with  the  same  separating  medium.  Place 
the  plastic  material  in  the  mold  on  the  female  side,  spreading  it  out 
in  the  general  shape  of  the  desired  prosthetic  and  then  put  the  two 
sides  of  the  mold  carefully  together.  Place  about  200  pounds  of 
pressure  on  the  mold  for  about  15  minutes.  Large  sections  may 
require  up  to  400  pounds  of  pressure  to  get  a  fine  blending  edge  and 
correct  construction  of  the  material.  Twenty-five  pound  iron  stage 
weights  are  very  good  for  applying  this  pressure.  Build  them  up  by 
crossing  two  over  two  at  right  angles  until  the  correct  weight  is 
reached.  Sitting  on  the  built  up  weight  platform  will  increase  the 
pressure  if  necessary. 

After  the  required  pressing  time,  remove  the  weights  and  open  the 
mold  carefully.  The  female  side  which  was  greased  should  release 
quite  easily  and  leave  the  completed  prosthetic  on  the  male  side. 
If  the  appliance  is  well  made  with  no  bubbles  or  defective  sections, 
let  it  stand  on  the  open  mold  overnight.  However,  if  the  appliance 
has  defects  such  as  thick  edges  or  lacks  completeness,  add  a  bit 
more  molding  plastic  to  the  desired  area  and  re-press  the  material 
for  about  10  minutes.  Separate  and  check  again.  If  perfect,  then  let 
the  appliance  stand  overnight.  If  again  defective,  repair  in  the  same 
way.  Sometimes  rearranging  or  replacing  the  material  is  necessary 
to  get  a  perfect  pressing. 

The  prosthetic  can  be  removed  from  the  mold  the  next  day  by 
lightly  brushing  the  under  edge  of  the  appliance  with  a  small  flat 
sable  brush  covered  with  talc.  Then  the  overflow  excess  of  the  plastic 
material  which  forms  in  the  gutters  during  the  pressing  can  be  cut 
away  from  the  appliance  leaving  just  enough  of  the  thin  blending 
edge  to  adhere  the  appliance  to  the  skin.  This  blending  edge  can  be 
thinned  out  to  a  very  fine  edge  against  the  male  mold  form  with  a 
flat  sable  hair  brush  which  has  been  dipped  in  isopropyl  alcohol. 
It  is  best  to  keep  the  appliance  on  the  male  mold  or  another  positive 
cast  of  the  same  until  it  is  ready  for  use.  It  is  also  a  good  idea  to 
make  up  plaster  duplicates  of  the  male  side  of  the  mold  for  this 
purpose  so  as  to  leave  the  actual  mold  free  to  do  another  pressing  if 
necessary. 

To  adhere  the  appliance  to  the  skin,  cover  the  area  where  the 
prosthetic  is  to  be  placed  with  a  coating  of  the  liquid  plastic  molding 
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compound  and  dry  thoroughly.  Powder  this  area  with  talc  and  then 
center  the  appliance  in  place.  With  a  small  brush  carefully  touch 
under  the  edge  of  the  appliance  with  isopropyl  alcohol.  This  will 
immediately  dissolve  the  appliance  into  the  adhesive  coat  of  mold- 
ing plastic  attaching  the  prosthetic  firmly  to  the  skin.  Carefully 
"wash"  the  edges  of  the  appliance  into  the  skin  with  isopropyl 
alcohol  and  powder  the  entire  area  with  talc.  The  powder  can  then 
be  brushed  away  and  the  area  covered  with  regular  greasepaint  or 
Pan-Stik  and  powdered.  (See  page  191  for  directions  on  making 
pressure  molds.) 

Cap  Plastics 

These  materials  derive  their  name  from  their  usage  in  construc- 
ting bald  head  caps  and  bald  wig  fronts.  One  good  formula  for  them 
is  to  dissolve  25  parts  (by  weight)  of  vinyl  resin  VYNS  into  75  parts 
of  methyl  ethyl  ketone  (MEK)  or  acetone.  When  completely  dis- 
solved, add  10  to  25  parts  of  dioctylphthalate  (DOP)  depending 
on  the  softness  or  plasticity  desired  in  the  finished  caps.  Increasing 
the  DOP  will  increase  the  plasticity  of  the  finished  material  when 
dried.  Too  much  DOP  will  make  the  finished  material  gummy  and 
slow  down  the  drying  considerably.  The  VYNS  resin  can  be  obtained 
from  the  Union  Carbide  Company  and  the  DOP  can  be  furnished 
by  either  the  Monsanto  Chemical  Company  or  the  B.F.  Goodrich 
Chemical  Company. 

The  liquid  compound  can  be  intrinsically  colored  with  regular 
greasepaint  to  whatever  shade  is  desired  by  squeezing  some  of  the 
paint  out  of  the  tube  and  stirring  it  into  the  compound.  Again,  a 
lighter  colored  bald  cap  is  easier  to  cover  extrinsically  with  grease- 
paint or  Pan-Stik  after  its  application  to  the  head  than  is  a  darker 
one. 

To  make  plastic  caps  using  dental  stone  or  metal  molds,  set  the 
molds  up  in  a  well-ventilated  room  and  brush  on  cap  plastic  in 
rapid  motions  using  a  2^-inch  oxhair  or  sable  brush.  Avoid  runs 
and  too  much  brushing.  The  material  should  be  flowed  on  like 
lacquer  rather  than  brushed  back  and  forth  too  much.  First  coats 
will  dry  rapidly  so  take  care  that  the  brush  is  kept  well  wet  with 
material.  Incidentally,  metal  molds  require  no  separating  medium, 
but  the  stone  molds  can  be  very  lightly  greased  with  silicon  grease 
(Dow  Corning  Compound  No.  7)  then  wiped  dry  with  tissue  for 
ease  in  separation.  Head  molds  can  also  be  lightly  marked  in  pencil 
in  the  general  shape  of  the  hairline  so  that  a  reference  point  is  avail- 
able when  graduating  the  coats  to  make  a  fine  blending  edge  on  the  cap. 

168 


PLASTIC  CAP.  Top  left:  Making  cap.  Top  right:  Stretching  cap  on  head  and  marking  for 
cutting.  Bottom  left:  Cap  cut,  adhered  and  being  stippled  with  Duo  Adhesive.  Bottom 
right:  Cap  attached  and  ready  to  be  covered  with  greasepaint. 
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For  the  first  five  coats,  go  over  the  entire  head  mold  to  its  base. 
Then  brush  on  twenty  to  twenty-five  coats  just  up  to  the  hairline 
marking,  graduating  the  coats  so  as  to  form  a  thin  edge.  Finish  off 
with  one  or  two  coats  over  the  entire  head.  Coats  take  about  10 
minutes  to  dry  in  between  each  one.  Always  remove  stray  brush 
hairs  immediately  if  they  fall  out  of  the  brush  while  painting  the  cap 
on  the  mold.  A  small  dry  brush  is  best  for  this  operation.  The  same 
precautions  about  dust  and  dirt  in  the  air  should  be  observed  about 
painting  cap  plastics  on  the  mold  as  would  be  taken  with  any  other 
fine  varnish  or  lacquer.  Do  not  sweep  the  room  or  in  other  ways 
disturb  any  settled  dust  while  caps  are  being  painted  as  dirt  specks 
will  ruin  the  cap.  Allow  the  cap  to  remain  on  the  mold  overnight  to 
cure.  Caps  can  also  be  cured  and  much  shrinkage  prevented  by 
placing  the  finished  cap  on  the  mold  in  an  oven  at  150°F.  for  5 
minutes. 

To  remove  the  cap  from  the  mold,  cut  a  line  with  a  sharp  knife  or 
razor  blade  around  the  base  of  the  head  mold  through  the  plastic 
material  and  carefully  strip  the  cap  from  the  mold.  Powder  the  cap 
with  talc  so  that  it  will  not  adhere  to  itself  during  storage.  When 
ready  to  use  the  cap,  turn  it  inside  out  and  brush  off  the  excess 
powder.  Turning  the  cap  inside  out  will  place  the  rough  side,  which 
was  closest  to  the  mold,  on  the  outside.  This  surface  will  take  make- 
up better  than  the  other  side  which  is  very  smooth  and  glossy. 

The  best  adherents  for  plastic  caps  are  either  spirit  gums  to 
which  has  been  added  about  10  per  cent  of  the  XYSG  molding 
material,  Max  Factor  Adhesive  or  George  Bau's  No.  225  Sealer. 

To  attach  the  cap  to  the  head,  slip  it  over  the  head  and  center  it 
in  place  over  the  hairline.  Lightly  draw  a  line  on  the  cap  with  a 
brown  pencil  about  \  to  f  inch  from  the  actual  hairline,  remove  the 
cap  from  the  head  and  cut  along  this  line  with  sharp  scissors.  This 
will  leave  a  thin  blending  edge  along  the  hairline  which  can  be 
adhered  to  the  skin. 

Slip  the  cap  back  on  the  head  and  center  in  place.  Start  gumming 
the  forehead  area  first  by  passing  the  adhesive  brush  under  the  edge 
of  the  cap.  Press  the  front  of  the  cap  with  a  dry  lintless  towel  so  that 
the  edge  will  be  smooth.  Then  stretch  one  of  the  sides  downward 
by  the  sideburn  tab,  smoothing  out  the  front  and  side  so  that  no 
wrinkles  appear.  Gum  the  side  in  place  by  again  passing  the  brush 
with  the  adhesive  on  it  under  the  edge  of  the  cap  and  pressing  it  in 
place  with  the  towel.  Gum  the  other  side  in  the  same  way.  The  cap 
area  at  the  back  of  the  ears  can  then  be  adhered  to  the  head. 

Do  not  gum  the  cap  to  the  back  of  the  neck  unless  an  entirely 
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The  actress,  Miss  Sarah  Churchill, 
as  the  young  Queen  Elizabeth  I.  A 
plastic  cap  was  used  to  cover  her  own 
hairline  prior  to  attaching  the  wig. 
(Hallmark  Theatre  NBC-T.V.) 


bald  effect  is  called  for.  This  will  allow  more  comfort  to  the  wearer 
as  the  neck  area  is  generally  moved  from  side  to  side  and  up  and 
down  in  normal  head  movement  during  speech.  Very  often  this 
area  is  covered  by  the  back  of  the  wig  if  one  is  worn  over  the  bald 
cap.  If  the  rear  of  the  cap  must  be  adhered  to  this  area,  then  the 
back  of  the  neck  must  be  cleanly  shaven  to  provide  a  smooth  sur- 
face for  best  adhesion.  The  presence  of  hair  under  the  edge  of  the 
cap  at  any  point  will  loosen  it.  If  possible  try  to  adhere  the  cap  to 
the  skin  over  the  back  of  the  skullbone  rather  than  to  the  neck 
itself  so  as  to  give  the  greatest  freedom  of  movement.  This  will  mean 
that  the  back  of  the  head  must  be  shaved  up  rather  high,  but  attach- 
ing the  cap  at  that  place  will  provide  the  best  possible  adhesion 
point  at  the  back  of  the  head.  A  "crew"  or  similar  short  type  haircut 
is  recommended  for  men  who  must  wear  a  bald  cap  for  a  period  of 
days  in  a  picture  or  for  a  show,  so  that  the  hair  problem  is  lessened. 
If  the  cap  must  be  applied  to  a  woman,  carefully  pin  the  hair  as 
flat  as  possible  to  the  head  taking  care  that  no  bobby  pins  point 
outward  to  puncture  the  cap.  It  is  also  a  good  idea  to  place  the 
crown  of  a  previously  used  cap,  which  no  longer  has  a  blending 
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edge,  over  the  top  of  the  head  prior  to  the  application  of  the  outer 
cap  further  to  protect  the  cap  from  bobby  pins  and  to  smooth  out 
the  rough  surface  created  by  the  pinning  down  of  the  hair.  This 
extra  inner  piece  need  not  be  adhered  as  the  pressure  of  the  outer 
cap  will  hold  it  in  place. 

The  blending  edge  of  the  adhered  cap  can  then  be  carefully 
"washed"  into  the  skin  with  acetone  on  a  small  brush.  Duo  Adhe- 
sive is  then  stippled  in  over  the  blending  edge  and  fully  dried  with  a 
hair  dryer.  Some  artists  stipple  the  entire  head  with  Duo  Adhesive 
to  give  it  texture,  but  this  is  not  necessary  if  the  head  mold  is 
sufficiently  surface-scratched  with  sandpaper  to  give  it  a  good  skin 
texture.  (See  page  194  for  further  information.)  Cap  material  can 
also  be  sprayed  on  the  molds,  but  this  method  lacks  the  control 
over  the  fine  blending  edge  that  only  the  brushing  method  will  give. 

A  very  heavy  wig  front  can  be  built  out  of  cap  material  by  coating 
the  head  block  with  fifty  to  sixty  coats  of  material.  Lace  can  be 
embedded  directly  into  the  front  of  the  cap  by  simply  brushing  it  in 
and  covering  the  lace  with  more  material.  Pieces  of  lace  can  also  be 
embedded  in  the  back  part  of  the  heavy  cap  so  that  ventilating  can 
be  done  on  them.  Falls  with  lace  sides  or  fronts  can  either  be  in- 
corporated directly  into  the  cap  with  the  plastic  material  in  the  same 
way  or  may  be  adhered  temporarily  with  Max  Factor  Adhesive. 

Remove  the  cap  by  sponging  the  edge  with  acetone  and  peeling 
carefully  off  the  head.  If  removed  with  extreme  care  a  cap  can  some- 
times be  re-used  a  second  time,  but  the  wash  with  acetone  generally 
destroys  the  fine  blending  edge  necessary  for  close  shots  in  motion 
pictures. 

Extrinsic  coloration  of  the  bald  head  can  best  be  done  with  Rub- 
ber Mask  Greasepaint  or  Pan-Stik  and  powder.  Pan-Cake  will  not 
adhere  to  the  cap.  (Additional  sources  of  supplies  and  prepared  cap 
material  will  be  found  in  Appendix  F.) 

Tooth  Plastics 

The  S.  S.  White  Dental  Mfg.  Co.  manufactures  a  self-curing, 
resinous  filling  material  called  Texton  which  can  be  adapted  to  make 
false  teeth  or  caps  suitable  for  make-up  purposes.  It  is  a  methyl 
methacrylate  compound  supplied  in  two  parts — a  powder  called 
the  polymer  and  a  liquid  called  the  monomer.  It  is  formulated  to 
mix  at  room  temperatures  of  70°  to  90°F.,  and  the  correct  mixing 
proportions  are  1*4  grams  of  powder  to  1  c.cm.  of  liquid.  Texton 
may  be  mixed  on  a  glass  slab,  in  a  dappen  glass  or  in  a  jar,  as  pre- 
ferred by  the  user.  A  small  stainless  steel  spatula  can  be  used  to 
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TOOTH  CAPS.  Top  left:  Close-up  of 
male  mold.  Top  right:  Male  and  female 
molds.  Bottom:  The  male  mold  with 
the  finished  caps. 


combine  thoroughly  the  powder  with  the  liquid  until  a  smooth  mass 
is  obtained.  As  soon  as  Texton  powder  is  thoroughly  saturated  with 
liquid  it  is  ready  for  use. 

To  make  caps  for  the  front  teeth,  pack  the  mixed  material  into 
the  male  side  of  the  pressure  mold  which  has  been  coated  with  a 
release  agent  (see  page  193),  and  place  a  cellophane  separator  sheet 
on  top  of  the  plastic.  Close  the  mold  and  put  it  in  a  dental  mold  press 
for  about  5  minutes  at  full  pressure.  Remove  the  mold  from  the 
press,  separate  the  two  halves,  lift  the  cellophane  separator,  and, 
using  light  pressure,  with  a  sharp  modelling  tool  or  scalpel  detach 
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the  thin  excess  flash  material  from  the  appliance,  then  repress  in  the 
mold  press.  Repeat  this  operation  until  no  excess  is  extruded  from 
the  prosthetic.  Replace  the  cellophane  separator  with  a  new  sheet 
each  time  a  re-press  is  made.  When  the  appliance  is  complete  and 
perfect,  replace  the  mold  in  the  press  for  about  8  hours.  The  mold 
can  then  be  taken  out  of  the  press  and  opened.  Ease  the  prosthetic 
off  the  mold  and  clean  and  polish  it  with  burrs,  abrasive  paper 
discs,  and  rubber  cups  or  felt  wheels  with  a  paste  of  chalk  or  tin 
oxide  and  water,  in  that  respective  order. 

Full  false  teeth  which  slip  over  someone's  own  teeth  can  be  made 
with  this  self-curing  material  also.  (See  page  193  for  information 
on  how  to  take  a  cast  of  the  teeth  and  make  a  stone  or  plaster 
positive  to  build  these  false  teeth  on.)  Do  not  attempt  to  build  the 
false  teeth  over  real  teeth  in  the  mouth  as  this  material  might  be 
very  difficult  to  remove  from  other  fillings  or  undercuts  in  the  tooth 
formations.  The  material  for  the  base  of  the  gum  section  of  the 
false  slip-on  teeth  can  be  made  of  a  self-curing  pink  (gum  shade) 
powder  which  can  be  obtained  from  dental  supply  houses.  It  comes 
in  the  same  powder-liquid  combination  as  Texton  and  mixing 
directions  are  similar. 

To  a  dental  stone  or  casting  plaster  positive  cast  of  the  teeth, 
which  has  been  coated  with  Film-Ac,  Mar-va-foil  or  some  other 
alginate  separator  (see  Appendix  F  for  sources  of  supply),  add  a 
mixed  mass  of  the  gum  colored  material,  forming  it  around  the  cast 
both  on  the  outside  and  the  inside  of  the  teeth  to  cover  completely 
the  front  teeth.  This  will  give  the  appearance  of  a  new  toothless 
gum  line.  Let  the  material  set  for  a  few  minutes  until  it  is  firm  but  not 
hard,  then  into  the  front  of  the  material  set  in  or  embed  the  desired 
acrylic  or  porcelain  teeth  which  have  been  previously  dipped  in  the 
monomer  liquid  to  provide  the  necessary  adhesion.  These  teeth 
can  be  obtained  from  dental  supply  houses  or  made  by  packing  pre- 
formed clear  plastic  crown  forms  with  Texton  tooth  material  in 
the  desired  shade.  After  curing  for  about  2  hours,  the  plastic  form 
can  be  removed  and  the  tooth  ground  to  the  desired  size. 

Strange  and  odd  shaped  teeth  can  be  made  by  spatulating  addi- 
tional Texton  material  on  to  these  plastic  teeth,  curing  and  then 
grinding  and  polishing  to  the  desired  shape.  A  Mototool  or  any 
other  similar  hand  grinder  can  be  used  for  this  purpose.  Many 
workers  use  a  flexible  shaft  fitted  with  a  small  chuck  on  an  electric 
hand  drill  for  more  freedom  of  movement  and  ease  in  operation. 
After  teeth  have  been  set  in  the  gum  line,  the  cast  can  be  put  aside 
for  about  8  hours  to  cure  fully  and  harden.  Remove  the  plate  from 
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TOOTH  CAPS.  Top:  Natural  teeth  without  caps.  Bottom:  Appearance  after  adding  caps. 


the  stone  mold  and  then  grind  and  polish  into  shape.  A  dental 
plate  adhesion  powder  can  be  used  inside  the  false  plate  for  an 
adhesive  to  the  real  teeth. 

For  matching  the  color  of  the  real  teeth  to  plastic  when  making 
caps,  a  tooth  color  scale  should  be  consulted.  It  can  be  purchased 
from  the  same  company  that  supplies  the  tooth  material.  The 
Texton  shades  are : 


Tooth  Colors 

20— Pale  yellow 

21 — Light  yellow 

22— Yellow 

23 — Pale  yellow-gray 

24 — Yellow-gray 

25 — Light  yellow-gray 

26 — Gray-yellow 

27 — Pinkish  gray 


Most  common 
tooth  shades 


Modifying  Colors 

15— White 

16 — Dark  yellow 

17 — Brown 

18 — Bluish  gray 


Blend  A  Natural 

Blend  E  Natural  Medium 


These  caps  and  false  teeth  are  useful  for  many  excellent  effects; 
however,  for  permanent  attachment  of  caps  or  dentures  to  the  real 
teeth,  always  consult  a  dentist.  When  making  caps  or  false  teeth 
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for  everyday  wear  or  close  shots,  experienced  dental  technicians 
blend  the  tooth  colors  very  carefully  using  one  color  powder  for 
the  body  of  the  tooth,  a  slightly  darker  one  for  the  gingival  section, 
another  slightly  lighter  more  transparent  wax  for  the  incisal  section, 
to  make  the  prosthetic  appear  as  natural  as  possible. 

Adhesives 

There  are  a  number  of  different  types  of  adhesive,  each  of  which 
is  best  suited  to  one  particular  purpose. 

Spirit  Gums 

Max  Factor  Adhesive  is  a  non-shining  type  of  spirit  gum  which  is 
used  as  a  general  adhesive  for  hair  goods  and  prosthetic  appliances. 
(See  Hair  Goods,  page  202,  for  descriptions  of  its  use  with  hair.)  In 
addition  to  its  use  as  an  adhesive,  the  Max  Factor  product  can  be 
used  as  a  sealer  for  the  skin  when  applying  nose  putty  or  mortician's 
wax  to  the  nose.  (See  page  180  for  explanation  of  this  use.) 

209  and  210  Adhesives 

These  two  adherents,  known  as  Dicor  Adhesives,  are  made  by 
the  Vernon-BenshorT  Company,  and  are  used  by  some  prosthetics 
makers  as  adhesives  for  anatomical  restorations.  No.  210  is  a  liquid 
while  No.  209  is  a  more  viscous  material  which  comes  in  a  tube. 
Both  have  high  adhesive  qualities  and  do  not  dry  out  on  the  skin. 
They  are  not  recommended  for  use  with  lace  hair  pieces  as  they  are 
very  difficult  to  remove  from  the  netting.  They  work  best  with  some 
of  the  plastisols  or  when  extreme  perspiration  prevents  or  lessens 
the  adherent  qualities  of  spirit  gum. 

Rubber  Cement  Types 

These  adhesives  can  be  used  in  conjunction  with  latex  and  some 
plastic  appliances.  Sloman's  Laboratories  of  Long  Island,  New 
York,  make  a  type  called  Medico  Adhesive  which  works  very  well. 
To  use,  apply  a  thin  coat  of  Medico  to  the  surface  of  the  material 
to  be  adhered.  Allow  to  dry  for  5  minutes  and  then  press  material 
gently  to  the  skin.  Take  care  in  using  this  or  any  other  regular 
rubber  cement  types  directly  on  the  skin  as  the  volatile  solvents  are 
often  injurious. 

Duo  Adhesive 

This  is  a  gum  latex  type  adhesive  which  can  be  used  to  adhere 
regular  or  sponge  latex  appliances  to  the  skin.  One  method  is  to 
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coat  the  skin  directly  with  Duo  Adhesive  and  immediately  apply 
the  prosthetic,  going  over  the  blending  edge  with  more  Duo  to 
provide  a  good  bond  to  the  skin.  The  area  is  then  dried  with  a  hand 
hair  dryer  and  the  edge  again  stippled  with  the  Duo  on  a  red  rubber 
sponge  to  give  a  rough  or  pored  effect  to  the  blending  edge  of  the 
prosthetic.  Dry  the  Duo  again  with  the  hair  dryer  before  applying 
any  base  to  the  area. 

Another  way  to  use  this  material  is  to  coat  both  surfaces  to  be 
adhered  (the  skin  and  the  appliance,  or  two  sections  of  skin)  with 
Duo  and  dry  them  thoroughly.  The  surfaces  are  then  carefully 
pressed  together  and  immediate  adhesion  takes  place.  This  method 
is  useful  for  distorting  the  eye  shape  by  adhering  the  upper  or  lower 
lashes  to  the  skin. 

Karo  Syrup 

This  material  can  be  used  when  a  water  soluble  adhesive  is 
desired.  Interesting  skin  texture  effects  can  be  obtained  with  this 
material  in  conjunction  with  cleansing  tissue.  (See  page  197  for 
explanation  of  methods.) 

Wig  Cement 

A  special  non-shining  cement  for  adhering  lace  pieces  to  bald 
caps  or  attaching  toupees  over  make-up  without  discoloration  of 
the  cement.  Made  by  Hollywood  Latex  Products. 

Sealers 

Sealers  are  used  to  cover  prosthetic  materials  with  an  elastomeric 
film  which  will  take  Pan-Stik  or  greasepaint  more  easily.  Often  the 
porous  surface  of  a  foam  latex  piece  will  absorb  so  much  color  from 
the  base  shade  that  it  will  darken  and  show  up  on  the  screen.  Most 
waxes  not  only  need  a  surface  skin  to  take  the  grease  base,  but  also 
to  keep  their  shape.  There  are  many  varieties  of  sealers,  some  of 
which  are  also  used  as  an  adhesive  in  some  cases.  For  ease  in 
reference  an  arbitrary  numbering  system  has  been  used  except 
where  a  manufacturer's  number  is  noted. 

Polyvinyl  Butyral  Types 

Number  one  has  been  assigned  to  the  material  called  Sealskin 
made  by  the  Clay- Adams  Co.  and  is  used  for  many  applications. 
It  is  a  polyvinyl  butyral  in  isopropyl  alcohol  with  castor  oil  as  the 
plasticizer.  It  is  rather  slow  drying  in  comparison  with  some  of  the 
other  sealers,  and  is  a  hypo-allergenic,  non-toxic  surgical  adhesive 
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which  can  be  used  to  seal  constructions  made  with  mortician's  wax. 
Apply  it  over  the  wax  and  dry  with  a  hand  hair  dryer.  This  will  form 
a  tough,  resilient  skin  over  the  wax.  Sealer  No.  1  can  also  be  used 
to  seal  small  defects  or  holes  in  sponge  or  foamed  latex  appliances. 
However,  sealer  No.  5  is  better  for  this  particular  purpose  as  it 
dries  at  a  more  rapid  rate,  so  that  three  thin  coats  can  be  applied 
and  dried  in  the  same  time  as  one  coat  of  sealer  No.  1  would  take. 


SEALER  NO.  5 


XYSG 
DBP 

Acetone 
Iso.  alcohol 


10  grams 

5  grams 

60  grams 

40  grams 


Cap  Material  Types 

The  cap  material  plastics  can  be  modified  in  formula  to  make 
excellent  sealers.  By  varying  the  amount  and  type  of  plasticizer  and 
solvent  many  types  of  sealers  for  a  variety  of  uses  can  be  made. 


VYNS 
DOP  .. 

Acetone 


VYNS 
DOP  .. 
Acetone 


VYNS 
DOP  .. 
Acetone 


SEALER  No.  4 
(Forms  a  rather  soft  film) 


SEALER  No.  2 
(A  medium  soft  film) 


SEALER  No.  3 
(A  medium  stiff  film) 


10  grams 

15  grams 

100  grams 


\2h  grams 
\2\  grams 
100  grams 


10  grams 

5  grams 

100  grams 


There  is  also  a  product  called  No.  225  which  is  made  by  the 
Bau  Brothers  of  Hollywood  Latex  Products  in  California,  which  is 
an  excellent  sealer  of  this  type.  It  dries  fast  (acetone  is  the  solvent) 
and  forms  an  adhesive  tough  film  which  is  excellent  for  blocking 
out  hairlines  or  eyebrows. 

To  block  out  hair  use  either  sealer  No.  225  or  No.  3  directly  on 
the  hair,  smoothing  the  hairs  into  place  with  a  small  spatula  after 
the  surface  of  the  sealer  has  set.  It  is  as  well  to  dry  the  skin  and  hair 
area  with  a  70  per  cent  isopropyl  alcohol  before  application  of  the 
sealer.  Another  method  is  first  to  comb  the  hair  flat  and  cover  the 
area  with  a  thin  coat  of  moustache  wax  or  Naturo  Plasto  Wax  No.  1 
Firm.  The  sealer  is  then  applied  with  a  sable  hair  brush  (No.  10 
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flat  is  good  for  this  purpose)  and  dried  immediately  with  a  hand  hair 
dryer.  Either  sealer  No.  5,  No.  3  or  No.  225  can  be  used  for  this 
operation.  Pan-Stik  or  greasepaint  can  be  applied  over  the  sealed 
area  when  it  is  thoroughly  dry.  (See  also  page  215  for  another  brow 
blocking  method.) 

Xylol  Type 

No.  P438  is  a  sealer  or  paint  for  latex  appliances,  supplied  by  the 
Heveatex  Corporation,  that  has  xylol  as  the  solvent.  It  comes  in 
both  clear  and  colors  and  is  extremely  useful  for  coating  regular  or 
sponge  appliances  with  a  film  which  is  resistant  to  regular  grease- 
paint. This  type  of  sealer  cannot  be  peeled  off  as  it  incorporates 
itself  into  the  latex  as  it  dries.  Two  or  three  coats  of  this  material 
can  be  given  to  latex  noses  which  are  to  be  used  by  clowns  who  apply 
regular  clown  white  as  a  make-up  base.  This  coating  will  prevent 
the  oils  in  the  clown  white  from  attacking  the  latex  and  softening 
the  edges  of  the  appliance.  This  sealer  should  not  be  used  directly 
on  the  skin. 

Cleansers 

Natural  silk  and  artificial  sponges  can  best  be  cleaned  by  squeez- 
ing a  good  liquid  lather  shampoo  or  one  of  the  liquid  detergents 
through  the  sponge  in  warm  water.  Rinse  thoroughly  and  dry  in 
the  air. 

Rubber  Mask  Greasepaint  can  be  cleaned  from  foam  latex  pieces 
by  immersing  the  appliance  in  a  pan  of  acetone  and  squeezing  the 
liquid  through  the  piece.  This  will  remove  all  the  adhesive  and 
greasepaint  completely.  However,  some  shrinkage  will  take  place 
in  the  appliance  when  it  dries  out. 

The  edges  of  regular  latex  appliances  can  best  be  cleaned  of 
adhesive  with  70  per  cent  alcohol. 

Poly-Kleen  made  by  the  Schwartz  Chemical  Company  can  be 
used  to  remove  foreign  matter  from  plastic  containers.  Simply  wipe 
the  polyethylene  material  with  a  cloth  dampened  with  Poly-Kleen. 

Greasepaint,  waterproof  mascara  and  other  non-water-soluble 
materials  can  be  cleaned  out  of  brushes  with  carbon  tetrachloride. 

To  clean  hair  pieces  and  lace  edges,  use  a  dye  brush  dipped  in 
acetone  and  brush  out  the  adhesive  on  the  edge  of  the  lace  on  to  a 
clean  lintless  towel  which  has  been  placed  under  the  hairpiece. 
Powder,  hair  spray  and  dirt  can  be  cleaned  out  by  immersing  the 
entire  piece  in  carbon  tetrachloride.  Wigs  can  be  cleaned  in  the 
same  manner. 
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Waxes 

A  number  of  waxes  are  in  use  for  making  minor  changes  to 
features  and  teeth. 

Nose  Putty 

This  is  a  rather  firm  resin-wax  mixture  which  is  used  to  build  up 
facial  features.  It  requires  some  manipulation  with  the  fingers  to  get 
it  soft  enough  to  work  with.  Being  a  rather  heavy  material  it  often 
slips  out  of  place  or  distorts  if  a  large  area  of  it  is  built  up  in  warm 
weather.  Nose  putty  has  limited  use  in  motion  pictures  and  television. 

Mortician's  Wax 

This  is  a  softer,  more  plastic  material  than  nose  putty  and  is 
excellent  for  making  temporary  build-ups.  It  will  work  quite  well 
for  making  a  nose,  a  cut  or  a  scar  when  there  is  no  time  or  budget  to 
make  a  plastic  or  latex  appliance. 

To  use  this  material,  first  coat  the  skin  area  with  Max  Factor 
Adhesive  and  dry.  This  will  provide  a  good  adhesive  base  and  seal 
the  pores  of  the  area  so  that  the  wax  will  not  be  affected  by  pers- 
piration. Then  add  the  wax,  firm  grade,  to  the  area  to  be  built  up 
with  a  small  flexible  metal  spatula.  The  edges  of  the  build-up  can  be 
blended  into  the  skin  with  a  No.  4  flat  sable  brush  which  has  been 
dipped  in  70  per  cent  alcohol.  Pores  can  be  created  with  a  grapefruit 
or  a  fine  red  rubber  sponge  both  before  and  after  the  sealer  has  been 
applied.  Sealer  No.  1,  No.  5  or  No.  225  can  be  used  to  form  a  film 
over  the  wax.  If  the  coating  of  sealer  flattens  out  the  pored  area 
after  it  has  dried,  go  over  the  area  once  again  with  the  red  rubber 
sponge  before  the  greasepaint  or  Pan-Stik  is  applied. 

The  wax  can  be  intrinsically  colored  with  a  small  quantity  of  a 
deep  shade  of  Pan-Stik  or  extrinsically  by  using  Pan-Stik  two  shades 
darker  than  the  base  to  counteract  the  light  color  of  the  wax.  Some 
make-up  artists  prefer  to  mix  firm  grade  wax  and  nose  putty  in 
equal  amounts  to  get  a  wax  of  a  stiffer  consistency  which  does  not 
require  sealer.  The  make-ups  for  The  Portrait  of  Dorian  Gray  on 
pages  80-81,  carried  out  by  Mr.  Robert  O'Bradovich,  were  done  with 
a  mixture  of  soft  grade  wax  and  nose  putty  which  he  has  called 
Brad-O-Putty. 

Dental  Inlay  Wax 

A  light  shade  of  Dental  Inlay  Wax  is  best  for  the  temporary 
filling  of  spaces  between  the  teeth.  It  is  applied  by  melting  the  wax 
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with  a  warm  dental  spatula  and  placing  the  melted  wax  on  the  area. 
As  soon  as  the  wax  solidifies  it  can  be  carved  to  shape  with  small 
dental  instruments  and  buffed  with  a  cotton  swab  to  give  it  a 
natural  shine. 

Dental  {Black)  Carding  Wax 

This  soft  wax  material  is  excellent  for  the  quick  creation  of 
missing  or  broken  teeth.  Simply  cut  out  a  piece  from  a  sheet  of  the 
wax  and  press  it  over  and  around  the  area  to  be  blocked  out.  Do  not 
get  too  much  wax  on  the  inside  of  the  teeth  as  this  will  make  it 
difficult  to  talk. 

Separating  mediums 

To  separate  vinyl  plastic  from  plaster  or  stone: 

1 .  Alginate  from  the  L.  D.  Caulk  Company,  Milford,  Delaware  can 
be  mixed  as  follows : 

Place  1  ounce  of  Alginate  in  180  c.cm.  of  water.  Allow  to  stand 
1  to  6  hours  to  dissolve  completely.  Then  add  enough  water  to 
make  3  quarts  of  liquid.  This  material  can  then  be  painted  on  stone 
or  plaster  molds.  The  film  will  air  dry  to  a  glazed  finish  in  about 
10  minutes. 

2.  Silicon  grease  mixture  can  also  be  used. 

SILICON  GREASE  MIXTURE 

Silicon  grease  compound  No.  7. .         ..         ..         ..         ..     1  part 

Xylol  or  toluol      . .         . .         . .         . .         . .         . .         . .     3  parts 

To  separate  plaster  from  plaster : 

1 .  Melt  \  pound  stearic  acid,  shaved  into  flakes,  over  a  low  heat. 
Remove  from  heat  and  stir  in  1  pint  kerosene  until  a  uniform 
mixture  is  obtained. 

2.  Petroleum  jelly  can  be  thinned  out  as  follows : 

PETROLEUM  JELLY  THINNER 

Petroleum  jelly      . .         . .         . .         . .         . .         . .         . .     1  part 

Kerosene    . .         . .         . .         . .         . .         . .         . .         . .     2  parts 

3.  Dissolve  as  much  Ivory  soap  shavings  in  a  pint  of  hot  water  as 
it  will  hold.  Apply  this  mixture  when  cool  to  the  mold  with  a  large 
brush  and  allow  to  dry  before  casting. 

4.  Shellac  (orange  or  white)  thinned  out  with  denatured  alcohol. 
To  separate  wax  from  plaster,  use  the  soap  formula  (3)  above. 
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CASTING  MOLDS 


The  face  masks  and  prosthetic  pieces  used  in  make-up  work  are 
made  in  specially  constructed  molds.  The  making  of  these  molds  is  a 
specialized  branch  of  the  make-up  artist's  work,  but  one  that  is 
constantly  being  called  upon  by  the  exacting  demands  of  the  motion 
picture  camera.  In  general,  a  cast  of  the  actor's  face  must  be  taken 
to  provide  a  base  for  the  manufacture  of  the  prosthetics  used  to  alter 
facial  features. 

Cast  of  the  face 

As  described  earlier,  there  are  numerous  materials  useful  for 
taking  impressions  of  the  face.  However,  D-P  Elastic  Impression 
Cream  is  now  being  used  quite  extensively  because  it  is  a  cold  im- 
pression material  and  does  not  require  any  other  equipment  except 
measuring  spoons,  mixing  bowls  and  spatulas.  It  is  also  more  com- 
fortable on  the  face  than  the  hot  hydrocolloid  type,  and  is  much 
stronger  and  more  pliant.  (Directions  for  mixing  D-P  on  page  149.) 

To  prepare  for  the  taking  of  the  impression,  sit  the  subject  in  a 
chair  with  a  headrest  or  prop  the  back  of  the  head  up  with  a  fairly 
hard  pillow  put  on  the  back  of  the  chair.  Make  certain  that  the  head 
is  not  in  a  completely  horizontal  position  as  otherwise  the  chin  and 
neckline  will  be  distorted  in  the  cast;  a  45  degree  angle  is  best. 
The  hair  can  be  covered  with  either  a  plastic  shower  cap  or,  when 
the  entire  head  or  front  of  the  head  must  be  taken,  a  plastic  bald 
cap  may  be  used.  The  edges  of  the  hairline  should  be  well  greased 
with  petroleum  jelly;  do  this  also  for  any  other  facial  hair  such  as 
eyebrows,  lashes,  moustaches,  or  ear  and  nose  hairs  to  prevent  the 
hair  from  acting  as  a  bond  to  the  D-P.  It  is  also  well  to  give  the 
entire  face  a  very  light  coat  of  mineral  oil.  If  the  impression  is  to  be 
taken  of  a  woman,  all  the  street  make-up  should  be  removed.  Cover 
the  clothing  of  the  subject  with  a  washable  beauty  salon  robe,  or  a 
sheet  of  plastic  may  be  used. 
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D-P  CAST.  Top  fefi:  D-P  applied.  Top  right:  Mother  mold  and  D-P  removed.  Bottom  left: 
Making  plaster  or  stone  positive.  Bottom  right:  Various  finished  positive  casts. 
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Mix  the  D-P  as  directed  on  page  149  and  apply  on  the  face  with  a 
large  brush  or  flexible  spatula.  When  applying  the  D-P  around  the 
nose,  it  is  best  to  cover  the  nostrils  with  material  while  the  subject 
holds  his  breath,  then  with  a  forceful  expulsion  of  air  from  the 
nostrils,  a  breathing  passage  will  be  cleared.  This  is  a  better  method 
than  using  glass  tubes  or  straws  because  they  sometimes  distort 
the  nasal  passage  area.  Take  care  to  explain  this  procedure  carefully 
to  the  subject  prior  to  starting  the  impression  so  that  complete 
confidence  will  be  gained  before  the  D-P  is  on  the  face. 

After  the  D-P  has  set,  it  must  be  covered  with  a  "mother  mold" 
of  plaster  so  that  the  cast  will  keep  its  correct  shape  when  the  posi- 
tive material  is  poured  into  the  negative  impression  mold.  This 
mother  mold  can  be  made  by  brushing  a  thin  mix  of  dental  plaster 
(fast  setting)  on  the  now  set  D-P,  taking  care  not  to  block  the  nasal 
openings.  A  double  thickness  of  cheesecloth  can  then  be  placed 
over  the  plaster  and  more  plaster  brushed  rapidly  over  this  cloth. 
The  work  must  be  done  very  fast  so  that  the  plaster  will  not  set 
before  the  mother  mold  is  completed. 

When  the  mother  mold  has  set,  it  can  be  removed  by  carefully 
prying  it  loose  from  the  D-P.  The  D-P  can  then  be  stripped  from  the 
face  in  one  piece  and  set  into  the  correct  position  in  the  mother 
mold.  A  mixture  of  dental  plaster  can  then  be  used  to  seal  up  the 
open  nasal  passages  on  the  mother  mold.  However,  be  certain  to 
coat  the  inside  surface  of  this  plaster  with  separator  so  that  it  will 
not  stick  to  the  positive. 

A  mixture  of  casting  plaster  or  stone  can  then  be  poured  into  the 
negative  D-P  mold  and  set  aside  to  harden.  Agitate  the  mold  by 
shaking  it  firmly  for  a  minute  or  so,  so  that  all  the  bubbles  will  rise 
to  the  surface.  When  the  positive  has  set,  the  mother  mold  can  be 
removed,  the  D-P  stripped  from  the  positive  and  then  replaced  in 
the  mother  mold  if  additional  castings  are  required.  Two  or  three 
positive  casts  can  be  made  from  this  same  D-P  negative  if  it  is  care- 
fully removed  each  time  from  the  positive.  The  positive  can  then  be 
scraped  free  of  any  small  casting  imperfections,  the  nostrils  cleaned 
out  and  the  edges  of  the  cast  smoothed  out  with  a  metal  plaster  tool 
that  has  one  sharp  and  one  semi-rounded  end.  The  back  of  each 
positive  should  be  marked  in  pencil  with  the  name  of  the  subject, 
the  date  the  impression  was  taken  and  a  serial  number  (for  later 
cataloging  of  the  many  molds  and  casts  to  be  made  in  the  future). 

Some  make-up  artists  prefer  to  take  the  initial  impression  with 
casting  plaster.  The  face  is  prepared  in  the  same  way  and  a  mix  of 
casting  plaster  is  applied  directly  to  the  face  with  a  1-inch  bristle 
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paint  brush.  The  same  method  and  precautions  should  be  observed 
in  applying  the  plaster  to  the  nostril  areas  as  were  described  for 
D-P. 

This  is  a  slower  method  as  the  casting  plaster  takes  a  longer  time 
to  set,  but  no  mother  mold  is  required  and  an  excellent  impression 
results  if  the  face  is  kept  completely  immobile  while  the  cast  is  being 
made.  The  long  setting  time  of  the  casting  plaster  sometimes  proves 
the  undoing  of  this  method,  as,  if  the  face  is  moved  in  the  slightest 
while  the  plaster  is  beginning  to  set,  cracks  appear  in  the  impression 
and  it  becomes  distorted. 

When  the  plaster  is  beginning  to  cool  after  its  warming-up  period 
is  over,  the  impression  can  be  removed  from  the  face.  A  saturated 
solution  of  Ivory  soap  in  water  is  then  brushed  into  the  impression 
as  a  separator.  Use  this  soap  solution  copiously,  brushing  out  the 
foam  and  bubbles  until  an  even,  sleazy  coat  can  be  felt  on  the  mold. 
Allow  to  dry  for  15  minutes  and  then  pour  up  a  dental  stone  positive. 
When  the  stone  has  set  and  hardened,  a  few  sharp  blows  with  a 
chisel  and  a  wooden  mallet  will  crack  the  plaster  negative  from  the 
stone  positive.  Do  not  attempt  to  separate  the  stone  positive  from 
the  plaster  negative  until  the  stone  has  completely  hardened,  other- 
wise the  positive  may  be  damaged  when  cracking  off  the  negative. 

If  the  entire  head  is  to  be  taken,  cover  the  hair  with  a  bald  cap 
and  have  the  subject  placed  so  that  he  is  face  down  on  the  head-rest 
or  pillow.  Stretch  a  piece  of  lead  wire  around  the  head  just  behind 
the  ears  to  get  an  accurate  outline  of  the  head.  Then  place  this 
wire  outline  on  a  piece  of  cardboard  and  trace  out  the  head  shape. 
Cut  the  head  outline  out  of  the  cardboard  and  slip  this  form  over  the 
back  of  the  head  to  form  a  retaining  wall  for  the  plaster.  The  card- 
board surface  can  be  greased  with  petroleum  jelly  for  ease  in  separa- 
tion. The  back  of  the  head  is  then  taken  in  casting  plaster. 

When  this  impression  has  set,  the  subject  is  then  turned  around 
in  the  normal  position  for  the  casting  of  the  face.  The  cardboard 
retainer  wall  is  then  removed  and  keys  can  be  cut  on  each  side  and 
on  the  top  of  the  mold  by  using  the  end  of  a  spatula.  The  surface  of 
the  edge  of  the  mold  is  then  coated  with  petroleum  jelly  as  a  separat- 
ing medium.  The  cast  of  the  face  is  then  taken  in  casting  plaster  as 
previously  described,  but  including  the  ears.  Some  workers  prefer  to 
take  separate  impressions  of  the  ears  and  key  them  into  the  mold  on 
each  side. 

When  the  plaster  impression  of  the  face  has  set,  it  can  be  removed. 
The  cast  of  the  back  of  the  head  is  then  removed  and  both  halves 
set  together.  The  inside  of  the  plaster  mold  should  then  be  coated 
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with  separating  material.  Either  soap  solution  or  the  kerosene- 
stearic  acid  mix  is  best  for  this.  The  two  halves  of  the  mold  can  be 
held  together  with  large  elastic  bands  or  heavy  cord. 

To  make  a  hollow  cast  fill  the  mold  about  half  full  with  a  thin 
mix  of  stone  or  plaster  and  carefully  spread  the  material  around  the 
inside  of  the  mold  by  rolling  the  mold  in  different  directions  to 
insure  an  even  coating  on  the  mold.  The  excess  is  then  poured  out 
and  the  thin  flash  coat  allowed  to  semi-set  before  another  thin  mix 
is  applied  in  the  same  manner.  After  three  such  coatings,  small  pieces 
of  spun  glass  fibre  may  be  used  to  strengthen  sections  of  the  cast  if 
desired.  When  the  positive  has  completely  set,  the  plaster  negative 
can  be  cracked  away  with  a  chisel  and  wooden  mallet. 

Duplicate  face  mold 

As  previously  described  there  are  many  materials  available  for 
making  duplicate  molds.  Latex  or  the  plastic  materials  such  as 
Koroseal,  Nuplaflesh  and  so  forth,  may  be  used.  No  special  prepara- 
tion of  the  stone  or  plaster  positive  is  necessary  when  using  the  above 
materials.  Simply  coat  the  positive  with  the  material  according  to 
the  directions  given  previously  and  allow  to  cure  for  the  allotted 
time.  A  mother  mold  of  plaster  is  generally  called  for  with  most  of 
these  materials  as  they  are  too  flexible  to  hold  a  rigid  shape  for  the 
duplicating  of  the  positive.  Casting  plaster  is  best  for  this  as  the 
duplicating  mother  mold  will  generally  be  of  a  permanent  variety. 

After  the  initial  coat  of  plaster  is  placed  on  the  flexible  material, 
either  sisal  fibre  or  spun  glass  fibre  may  be  used  to  strengthen  the 
mother  mold.  Wet  the  fibre  thoroughly  in  the  plaster  mix  and  spread 
over  the  entire  surface  of  the  mold.  Additional  plaster  can  then  be 
added  over  the  fibre  and  smoothed  out.  When  the  plaster  mother 
mold  has  set,  it  may  be  removed,  the  flexible  duplicate  material 
stripped  from  the  positive  and  then  replaced  into  the  correct  posi- 
tion in  the  mother  mold.  To  make  a  duplicate  of  the  original  plaster 
mold,  simply  pour  plaster  or  stone  mix  into  the  duplicator  mold  and 
allow  to  set.  The  mother  mold  can  then  be  lifted  off  the  flexible 
duplicator,  the  duplicator  stripped  from  the  positive  and  an  exact 
copy  of  the  original  positive  will  be  the  result. 

This  duplicator  mold  is  handy  when  only  certain  sections  of  the 
face,  such  as  the  chin  or  the  nose,  are  needed  in  making  a  pressure  cast 
or  if  a  form  to  hold  a  finished  prosthetic  is  needed.  For  this,  just  add 
enough  stone  or  plaster  to  the  duplicator  mold  to  cover  the  area  desir- 
ed and  allow  to  set.  The  section  can  then  be  separated  from  the  mold. 
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Another  method  of  making  section  molds  from  a  full  face  cast 
is  to  shellac  the  face  mold  and  when  dry,  surround  the  desired  area 
with  a  2  inches  high  clay  retaining  wall.  Apply  kerosene-stearic  acid 
separator  and  cast  this  section  in  plaster.  Remove  plaster  cast  when 
set  and  sand  it  lightly  with  fine  sandpaper.  Shellac  this  section  and 
add  clay  keys,  surround  the  casting  with  a  lead  or  inlaid  linoleum 
retaining  wall,  coat  with  separator  and  cast  in  dental  stone.  When 
the  mold  has  set,  remove  the  retaining  wall  and  separate  the  sec- 
tions. On  this  positive  dental  stone  mold  the  desired  prosthetic  can 
be  sculptured  in  modelling  clay.  Clay  gutters  should  be  added 
around  the  model  and  separator  added  to  the  exposed  stone  areas. 
Surround  this  section  with  a  lead  or  inlaid  linoleum  retaining  wall 
and  cast  in  stone.  When  the  stone  has  set,  remove  the  retaining 
walls,  separate  the  molds,  remove  the  clay  and  clean  the  molds  with 
Energine  or  carbon  tetrachloride.  The  keys  may  be  sanded  lightly 
with  fine  sand  paper  if  necessary  to  get  a  better  fit  to  the  two  sections 
of  the  mold. 

Flat  plate  molds 

Another  type  of  pressure  mold  is  the  flat  plate  type  for  various 
scars,  bruises,  bullet  wounds,  and  so  forth.  As  these  prosthetics  are 
small  it  is  not  necessary  to  make  section  molds  of  the  skin  area  they 
will  fit  on,  but  simply  cast  them  on  the  flat  plate.  When  the  pros- 
thetics are  adhered  to  the  skin  they  take  on  the  natural  curve  of  the 
area  without  any  trouble  in  most  cases. 

To  make  the  flat  plate  mold,  place  greased  1  X  2-inch  wooden 
blocks  in  position  on  a  glass  plate  to  form  a  rectangle  whose  inside 
measurements  are  approximately  6  X  10  inches.  These  blocks  may 
be  secured  in  place  with  lumps  of  modelling  clay  on  the  outside 
corner  joins  of  the  blocks.  Make  clay  keys  by  rounding  1-inch  balls 
of  clay  in  the  palms,  then  cutting  them  in  half  with  a  strand  of 
thread  and  placing  them  on  the  plate.  Make  a  thin  splash  coat  of 
stone  and  add  it  to  the  surface  of  the  glass.  Blow  away  surface 
bubbles  and  spread  the  stone  with  strong,  sharp  breaths.  Fill  over 
the  keys  and  then  place  spun  glass  soaked  in  stone  mix  over  this 
basic  stone  coat.  Finish  with  a  heavier  coat  of  stone  and  smooth  the 
top  to  the  wooden  blocks  with  a  scraper  or  the  flat  of  a  large  spatula. 

When  the  stone  has  set,  remove  the  blocks  and  slide  the  cast  off 
the  glass  plate.  The  clay  in  the  keys  may  be  pried  out  with  a  wooden 
modelling  tool.  Sand  the  keys  with  medium,  then  fine  sandpaper  so 
that  there  are  no  undercuts.  Items  can  then  be  modelled  on  this 
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SMALL  PROSTHETICS.  Top  left: 
The  objects  to  be  pressure  cast 
modelled  and  then  surrounded  with 
a  plastalene  wall.  Top  right:  The  two 
sides  of  the  finished  mold.  Bottom: 
The  plastic  pieces  after  pressing. 


plate  with  modelling  clay.  A  ^-inch  gutter  should  be  left  around 
each  of  the  items  modelled  and  the  remainder  of  the  plate  clayed  in  to 
a  depth  of  about  J  inch.  Add  separating  medium  to  the  exposed 
stone  areas  in  the  gutters  and  then  surround  the  plate  with  a  3-inch 
retaining  wall  of  clay.  A  mix  of  dental  stone  or  Bll  hydrocal  may 
be  added  to  this  mold  form  with  the  usual  precautions  observed 
about  surface  bubbles.  Do  not  add  spun  glass  to  this  half  of  the 
mold.  Incidentally,  each  of  the  plates  when  completed  should  be 
about  1J  inches  in  thickness.  When  the  stone  has  set,  remove  the 
retaining  wall  and  separate  the  mold. 
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The  keys  may  again  be  sanded  after  the  clay  has  been  thoroughly 
cleaned  off  both  sides  of  the  mold.  When  ready  for  use,  grease  the 
smooth  plate  lightly  with  petroleum  jelly  and  wipe  clean  with  a 
tissue.  Coat  the  other  plate  well  with  petroleum  jelly  so  that  the 
plastic  will  not  stick  to  it. 


Prosthetic  noses 

Noses  are  the  most  commonly  used  prosthetics  in  make-up  work. 
A  different  nose  can  completely  alter  the  profile  of  a  person  and 
create  an  entirely  new  facial  effect  from  the  original.  Prosthetic 
noses  can  be  made  in  slush  molded,  paint-in  or  foamed  latex ;  poly- 
vinyl butyral  or  plastisol  plastics ;  or  the  various  waxes  such  as  nose 
putty  or  mortician's  wax.  The  wax  constructions  will  be  discussed 
later.  Many  other  materials  have  also  been  used  for  prosthetic 
noses,  among  them  various  gelatine-kaolin  preparations,  papier- 
mache,  or  even  balsa  wood.  However,  these  latter  items  were  either 
inflexible,  too  weighty  or  deteriorated  quite  easily.  Many  clowns 
have  used  ping-pong  balls  held  on  by  nose  putty  or  rubber  balls 
held  on  by  cord  for  comic  noses.  However,  for  best  results  in  obtain- 
ing a  realistic  looking  prosthetic  nose  for  motion  picture  or  tele- 
vision use,  either  the  foam  or  paint-in  latex  methods  are  recom- 
mended. These  prosthetics  are  light  in  weight,  easy  to  adhere  and 
can  be  readily  covered  with  special  greasepaints. 

Many  make-up  artists  take  a  full  cast  of  the  face  to  get  the 
correct  proportions  of  the  face  when  modelling  a  new  nose,  and 
make  all  their  casts  and  molds  directly  from  the  original  positive.  A 
better  method  is  to  take  an  additional  cast  only  of  the  nose  area 
for  use  in  making  the  necessary  prosthetic  mold. 

This  individual  mold  can  be  quickly  taken  in  dental  plaster 
applied  directly  to  the  face.  The  nostrils  should  be  blocked  with 
pieces  of  absorbent  cotton  dipped  in  petroleum  jelly  (for  ease  in 
separation)  leaving  sufficient  clearance  to  get  a  clear  impression  of 
the  nostril  area.  During  the  casting  operation  the  subject  may  breathe 
through  the  mouth  as  it  will  be  free  of  plaster.  Paint  the  plaster  on 
the  face  with  a  1-inch  camel's  hair  brush  around  the  nose  area, 
being  careful  not  to  get  it  into  the  mouth.  Cover  about  half  the 
eyesockets  and  cheeks  with  plaster  to  get  sufficient  edges  on  the 
final  cast.  Do  not  forget  to  grease  the  eyebrows  and  lashes  heavily 
with  petroleum  jelly. 

When  the  plaster  is  set,  remove  the  cast  and  pour  up  the  positive 
in  dental  stone  using  the  stearic  acid-kerosene  mixture  as  a  separa- 
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tor.  When  the  stone  has  set,  the  dental  plaster  negative  can  be 
cracked  away  leaving  the  stone  positive  ready  for  use. 

To  make  a  slush  or  paint-in  mold  from  this  section  mold  of  the 
nose,  model  the  desired  shape  in  modelling  clay  on  this  positive 
section  and  coat  the  remainder  of  the  exposed  stone  with  separator. 
Spray  the  model  with  Aerosol  solution  to  reduce  surface  bubbles 
and  then  paint  on  a  mix  of  casting  plaster  with  a  camel's  hair  brush 
until  about  three-quarters  of  an  inch  of  plaster  is  built  up  around  the 
nose.  Allow  the  plaster  to  set  completely  before  attempting  to 
separate  the  mold.  Then  pry  the  two  sides  apart  with  the  blade  of 
an  old  table  knife  and  clean  the  modelling  clay  out  of  the  mold  with 
a  wooden  modelling  tool  so  as  not  to  scratch  the  surface  of  the  mold. 
Any  clay  that  adheres  to  the  mold  can  be  washed  out  with  carbon 
tetrachloride  or  Energine.  When  the  solvent  evaporates,  rinse  the 
mold  with  water  and  it  is  ready  for  use. 

When  sculpturing  the  nose  take  care  that  all  the  undercuts  on  the 
inside  and  outside  surface  of  the  alae  of  the  positive  nose  cast  have 
been  filled  or  bevelled  with  modelling  clay  so  that  no  undercuts  will 
prevent  the  separation  of  the  negative  from  the  positive  casts.  (See 
the  section  on  paint-in  or  slush  molding,  pages  155-156,  for  direc- 
tions as  to  how  to  make  the  prosthetic  nose.) 

Retaining  walls  on  a  slush  mold  can  be  made  temporarily  with 
modelling  clay  or  permanently  with  additional  casting  plaster 
modelled  on  the  cast.  Whenever  additional  plaster  must  be  added  to 
a  mold,  wet  the  mold  thoroughly  in  water  prior  to  the  application 
of  the  plaster  mix  or  the  new  plaster  will  not  stick  to  the  old. 
Repairs  on  the  mold  such  as  holes  left  by  the  surface  bubbles  which 
may  not  have  been  dissipated  when  the  cast  was  made  can  be 
repaired  in  this  way  with  plaster.  Always  rinse  the  mold  with  water 
prior  to  making  a  latex  prosthetic  for  ease  in  separating  the  pros- 
thetic from  the  mold  when  it  has  cured. 

To  make  a  two-piece  foam  latex  mold  from  the  positive  section 
mold  of  the  nose  requires  the  base  of  the  section  to  be  built  up  with 
additional  stone  material  to  give  it  more  body  to  withstand  the 
pressure.  One  method  is  to  wrap  a  3  inches  wide  flexible  lead  sheet  or 
celluloid  strip  around  a  round  cleansing  cream  jar  and  secure  this 
retaining  wall  with  adhesive  tape.  Then  remove  the  circular  form 
from  the  jar  and  set  it  on  a  piece  of  glass  or  waxed  paper  on  a 
smooth  table  top.  Pour  a  rather  heavy  mixture  of  dental  stone  into 
this  form,  filling  it  about  two-thirds  full.  Next,  wet  the  stone  section 
of  the  nose  thoroughly  in  water  and  embed  it  nose  side  up  in  the 
stone  mix.  With  a  small  flexible  spatula  smooth  out  the  edges  and 
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PROSTHETIC   NOSES.   Left:  A  foam   latex   mold.   Right:  A   pressure   casting   mold. 

surface  of  the  stone  mix  blending  it  into  the  section  mold  of  the 
nose  to  set  it  firmly  into  the  stone  mix.  A  bit  of  spun  glass  can  be 
added  to  the  stone  mix  prior  to  the  placing  of  the  section  mold  to 
strengthen  the  cast  if  a  plastic  pressure  mold  is  being  made. 

When  the  stone  mix  starts  to  heat  up  in  the  set,  remove  the 
retaining  wall  and,  while  the  stone  is  still  not  quite  hard,  scoop  out 
two  circular  keys  with  the  round  end  of  a  spatula  on  each  side  of 
the  nose.  The  edges  and  overflow  can  also  be  scraped  away  at  this 
time  to  give  the  mold  a  smooth  surface. 

The  desired  prosthetic  nose  shape  can  then  be  sculptured  on  this 
built-up  positive  form  in  modelling  clay  and  gutters  formed  for  an 
overflow  area.  Wash  the  excess  clay  away  with  Energine  on  the 
pressure  points  and  keys  and  apply  kerosene-stearic  acid  separator  to 
those  areas.  Spray  the  surface  of  the  mold  with  Aerosol  and  enclose 
the  mold  in  a  6-inch  to  8-inch  lead,  celluloid  or  inlaid  linoleum 
sheet  for  a  retaining  wall.  Either  adhesive  tape  or  heavy  elastic 
bands  can  be  used  to  hold  the  retaining  wall  to  the  mold.  A  stone 
mix  is  then  carefully  added  to  fill  this  mold  form.  Some  artists  add  a 
little  stone  and  then  blow  it  around  the  mold  surface  with  sharp 
breaths  to  reduce  the  bubbles  and  spread  the  stone.  Others  prefer  to 
add  the  initial  coat  of  stone  with  a  brush.  Whatever  method  is  used 
should  remove  all  the  bubbles  from  the  surface  of  the  mold  before 
completely  filling  the  retaining  form  with  the  remainder  of  the  stone. 
Separate  the  mold  when  the  stone  has  completely  set  and  remove 
the  modelling  clay.  Clean  the  mold  with  Energine  and  sandpaper 
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PROSTHETIC  MONGOLOID  EYEFOLD.  Left:  Plaster  head  with  Mongoloid  eye  modelled 
in  plastalene.  Right:  Painting  latex  in  the  finished  negative  mold. 

the  keys  if  necessary  to  get  a  perfect  lit  of  the  two  sides  of  the  mold. 
The  mold  is  now  ready  for  use. 

Molds  made  for  foam  latex  prosthetics  should  not  be  more  than 
1|  inches  thick  at  the  sides  to  allow  good  heat  penetration  for 
curing  the  latex. 

Molds  made  for  pressure  casting  polyvinyl  butyral  plastics  should 
be  much  heavier  in  construction  to  withstand  the  pressure  of  the 
weights  used  in  pressing  the  appliance.  For  ease  in  separation  the 
female  side  should  be  liberally  greased  and  the  male  side  lightly 
greased  with  petroleum  jelly.  Silicon  grease  can  be  used  as  a 
separating  medium  when  this  type  of  mold  is  to  be  used  with  heat 
cured  plastisols. 

Eyes 

Oriental  eyefolds,  bags  under  the  eyes  and  bruises  around  the 
eyes  can  all  be  made  in  the  same  manner  as  described  under  Pros- 
thetic Noses.  The  Mongoloid  eyefold  is  easily  made  with  a  simple 
paint-in  mold.  On  a  face  mold,  add  modelling  clay  to  the  area  above 
the  eyes  to  form  the  fold.  Smooth  out  the  section  carefully  and  do 
not  pore  the  surface  of  the  clay.  A  mix  of  casting  plaster  is  then 
applied  over  the  sculptured  section  using  the  kerosene-stearic  acid 
compound  as  a  separating  medium  on  the  exposed  plaster  surface. 
When  the  plaster  has  set,  remove  the  mold,  clean  out  the  clay  and 
the  mold  is  ready  for  use.  To  make  the  prosthetic  eyefolds,  paint 
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BALD  CAPS.  Left:  Balsa  head  with  the  plastalene  coating  which  will  form  the  negative 
mold.  Right:  The  finished  negative  mold  to  be  used  for  making  latex  caps. 

latex  in  the  area  formerly  occupied  by  the  modelling  clay,  building 
up  the  area  closest  to  the  lid  the  heaviest  and  graduating  the  edges 
to  a  single  coat  thickness.  These  lids  may  be  adhered  with  either 
Duo  Adhesive  or  Max  Factor  Adhesive. 

Eyebag  and  bruise  paint-in  molds  can  be  made  in  somewhat  the 
same  manner  (see  page  155).  If  desired  two  piece  pressure  molds  of 
these  items  may  be  made  in  the  same  way  as  the  pressure  foam  latex 
mold  of  the  nose. 

Molds  for  teeth 

Plastic  teeth  and  caps  must  be  made  in  a  special  metal  flask  or 
pressure  mold.  To  make  the  teethcaps,  first  take  a  cast  of  the  teeth 
in  D-P  with  a  dental  casting  tray.  This  impression  is  then  poured  up 
in  dental  stone  and  the  desired  teeth  sculptured  in  inlay  wax  on  the 
positive.  This  positive  is  then  embedded  in  the  dental  stone  in  the 
lower  half  of  the  flask.  Separating  medium  (petroleum  jelly)  is  then 
put  on  the  exposed  stone,  the  top  half  of  the  flask  set  in  place  and  a 
mix  of  dental  stone  poured  in.  The  cover  is  then  placed  on  the  mold 
and  the  entire  mold  placed  in  a  dental  press  to  set  under  pressure. 
When  the  stone  has  set,  the  press  is  released  and  the  two  halves  of 
the  flask  separated.  The  wax  can  be  cleaned  out  with  carbon  tetra- 
chloride and  the  mold  is  ready  for  use. 

An  alginate  separator  may  be  painted  on  the  mold  as  a  release 
agent.  The  section  on  tooth  plastics  (page  173)  gives  the  method  of 
manufacture  of  the  caps. 
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Bald  caps 

Latex  caps  can  be  made  in  a  negative  plaster  mold.  To  make  this 
type  of  mold,  get  a  small  sized  balsa  wood  head  form  from  a  hat 
supply  house  and  slice  it  into  nine  sections  with  a  large  butcher 
knife  or  machete.  Put  the  sides  together  and  hold  them  in  place 
with  large  elastic  bands  at  the  base  of  the  neck  area.  Next  coat  the 
entire  head  with  No.  1  soft  modelling  clay  and  smooth  out  the 
surface  to  form  a  bald  head  mold.  Add  a  retaining  wall  of  clay  to 
make  the  desired  shape  and  size  of  the  mold  and  spray  the  clay  with 
Aerosol  to  reduce  surface  tension.  Add  a  mix  of  casting  plaster  to  a 
depth  of  about  1|  inches  with  a  1-inch  camel's  hair  brush.  Cover 
the  plaster  with  cheesecloth  to  act  as  a  strengthener  and  allow  the 
plaster  to  set.  Then  remove  the  elastic  bands  from  the  balsa  head 
and  carefully  draw  out  the  center  section  of  the  cut  head.  The  sides 
will  then  come  out  easily  without  cracking  the  head  mold.  Wash  out 
excess  clay  with  Energine  or  carbon  tetrachloride  and  the  mold  is 
ready  for  use. 

The  same  method,  with  an  additional  operation,  can  be  used  for 
making  positive  stone  heads  for  plastic  caps.  However,  do  not  make 
the  negative  plaster  mold  over  f  inch  thick  and  omit  the  cheese- 
cloth strengthener  so  that  the  negative  plaster  mold  can  be  cracked 
away  from  the  positive  easily.  Grease  the  inside  of  the  plaster  nega- 
tive mold  with  petroleum  jelly  and  fill  it  with  dental  stone  mix. 
When  the  stone  has  set,  the  plaster  mold  can  be  cracked  away. 

The  surface  of  the  stone  positive  should  be  roughened  with 
coarse  sandpaper  rubbed  with  short  heavy  strokes  so  that  it  will 
impart  a  non-shining  surface  to  the  positive.  The  surface  of  the  mold 
can  then  be  lightly  greased  with  silicon  grease  for  a  separator  prior 
to  the  application  of  the  cap  plastic  to  the  mold.  Incidentally,  this 
roughening  up  process  is  quite  important  as  otherwise  the  surface 
of  the  plastic  caps  would  turn  out  so  slick  that  Pan-Stik  or  grease- 
paint would  slide  off  it  when  applied. 


Clay  sculpture 

When  adding  clay  to  a  plaster  positive,  always  add  clay  a  bit  at  a 
time  until  the  desired  shape  is  built  up.  Small  wooden  and  wire 
tools  can  be  used  to  finish  the  actual  shape  of  the  model.  Pores  can 
be  simulated  by  stippling  the  surface  of  the  clay  with  a  red  rubber 
sponge  or  a  "grapefruit"  made  from  a  latex  impression  of  the  peels 
of  grapefruit  or  oranges.  Many  workers  use  flat  sable  brushes  or 
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small  pieces  of  coarse  burlap  to  take  off  small  surface  bumps  or 
areas  from  the  clay  model.  Clay  can  be  cleaned  from  tools  with 
carbon  tetrachloride.  Always  allow  about  5  per  cent  oversize  in  the 
model  for  a  latex  slush  molded  article  and  up  to  15  per  cent  for 
large  latex  foam  pieces.  Pressure  molded  polyvinyl  butyral  plastics 
and  plastisols  if  properly  compounded  do  not  require  shrinkage 
allowance  to  be  made  in  a  clay  model.  The  two  most  useful  grades  of 
modelling  clay  or  plastalene  are  No.  1  soft,  which  is  best  for  most 
sculpturing,  and  No.  2  medium,  which  is  better  for  large  construc- 
tions or  retaining  walls. 
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TEXTURES  AND  EFFECTS 


Ingenuity  is  often  the  most  valuable  ingredient  in  the  make-up 
artist's  kit.  Many  of  the  effects  described  here  are  compounded  of 
no  more  than  knowledge  of  the  means  available,  a  dash  of  common 
sense — and  a  good  helping  of  ingenuity. 

Facial  effects 

When,  for  any  reason,  the  method  given  in  the  chapter  on  Age 
Make-up  or  a  complete  facial  mask  is  not  feasible,  there  are  other 
manners  of  achieving  a  wrinkled  face.  There  are  also  ways  of 
altering  the  appearance  of  the  ears  and  eyes. 

Latex  Stipple  for  Ageing  Effects 

In  a  glass  mortar  grind  together  f  tablespoon  of  Max  Factor 
C3-238  powder  and  \  tablespoon  of  Pan-Cake  (6N  for  male  stipple 
or  4N  for  female).  When  these  materials  have  been  fully  ground 
together  with  a  pestle,  add  \  teaspoon  of  powdered  gelatin  (Knox 
household  gelatin  may  be  used)  and  mix  in  thoroughly  with  a 
spatula.  Then  add  \\  tablespoons  of  hot  water  and  immediately 
stir  the  mass  into  a  paste.  Add  60  cc.  of  natural  gum  latex  (l-V-10  of 
General  Latex  Corp.  is  fine)  and  stir  with  a  glass  rod  until  all 
the  ingredients  are  thoroughly  combined.  Pour  this  mixture  into 
a  2-ounce  wide-mouth  glass  jar  and  allow  it  to  set  for  at  least  2 
hours  when  a  gel  should  have  set  in  the  mass. 

To  prepare  the  material  for  use,  take  the  cover  off  the  jar  and 
place  it  in  a  container  of  hot  water  or  a  water  bath.  The  hot  water 
should  surround  the  jar  but  not  be  allowed  to  overflow  into  the 
material  to  dilute  it.  In  a  few  minutes  the  mass  will  have  liquefied 
and  can  be  used.  Stipple  the  material  on  the  skin  copiously  with  a 
red  rubber  sponge.  Then  stretch  the  skin  area  and  dry  with  a  hand 
hair  dryer.  Powder  while  the  area  is  still  being  stretched,  then 
relax  the  tension  and  wrinkles  will  form.  To  get  rid  of  the  powdery 
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effect  of  the  powder  in  some  cases,  go  over  the  area  with  a  piece  of 
cotton  dampened  with  witch  hazel.  Two  or  three  coats  of  well 
stippled  latex  over  a  stretched  area  will  produce  deeper  wrinkles.  It 
is  very  important  not  to  relax  the  stretch  of  the  skin  until  all  the 
coats  of  latex  are  well  dried  and  powdered  or  the  wrinkle  effect 
will  be  lessened  or  lost.  See  page  73  for  the  use  of  this  material 
on  the  face. 

Tissue  andKaro  Syrup 

A  water  soluble,  coarse  wrinkle  effect  on  the  skin  can  be  achieved 
by  coating  the  skin  with  Karo  Syrup  and  placing  a  single  thickness 
of  flesh  dyed  cleansing  tissue  on  the  area.  The  Karo  can  be  applied 
to  the  area  with  a  brush.  Then  with  a  brush  which  has  been  dipped 
in  water  smooth  on  the  tissue.  The  face  is  then  wrinkled  by  grimac- 
ing and  the  result  dried  with  a  hand  hair  dryer.  The  shadows  can 
then  be  deepened  with  Pan-Cake.  Tintex  dyes  can  be  used  to  color 
the  tissue  prior  to  use.  This  type  of  make-up  can  be  used  for  a 
special  old  age  effect  which  can  be  washed  off  with  water  in  a 
moment. 

Maslan  Towelling  and  Latex 

A  wrinkled  skin  effect  can  be  created  with  latex  and  Maslan 
towelling  in  the  same  way  as  the  tissue-Karo  Syrup  method.  This 
skin  covering,  however,  is  somewhat  waterproof  and  is  not  as 
readily  removed.  Absorbent  cotton  can  be  used  with  latex  in  the 
same  way  to  create  various  scar  and  burnt  flesh  effects. 

Ears 

Latex  tips  for  elves  and  devils  can  be  made  by  [the  slush, 
paint-in  or  foamed  latex  processes.  Cauliflower  ears  can  be  made 
with  foam  prosthetics  set  inside  the  ear  or  with  mortician's  wax 
covered  with  sealer.  Two-sided  toupee  tape  can  be  used  to  pin 
back  prominent  ears  or  a  small  piece  of  flesh  colored  cardboard  can 
be  adhered  to  the  back  of  the  ear  to  make  it  stand  out  more. 

Eyes 

Tears  can  be  simulated  with  drops  of  glycerine  placed  in  the 
corners  of  the  eyes  or  created  naturally  by  blowing  menthol  fumes 
in  a  special  glass  cartridge  directly  into  the  eyes.  Color  changes  or 
milky  blindness  effects  can  be  created  with  special  corneal  or  con- 
tact lenses  made  by  an  optician. 
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Miscellaneous  effects 

Some  effects  are  only  occasionally  called  for,  but  usually  they 
are  important  to  the  action  of  the  story  and  need  the  same  care  in 
their  execution  as  any  other  make-up  if  they  are  to  produce  the 
desired  impression  on  an  audience. 

Perspiration 

This  is  best  achieved  by  spraying  the  face  or  body  with  mineral 
oil  or  glycerine.  Mineral  or  baby  oil  also  can  be  rubbed  on  the  skin 
to  give  it  a  shine  for  tropical  or  special  effects. 

Sun  tans 

There  are  liquid  stains  made  by  Max  Factor  which  can  be  used 
for  suntan  effects  (see  page  1 10)  but  they  are  rather  yellowish  when 
they  dry.  The  best  effect  can  be  secured  by  using  a  powder  supplied 
by  Mr.  Edward  Senz,  New  York  City.  This  special  powder  is 
applied  to  dry  skin  with  a  powder  puff  in  a  rubbing  motion.  For 
deeper  tans,  Light  Egyptian  Pan-Cake  can  be  applied  under  the 
special  suntan  powder. 

Silver  and  Gold  Statuary 

A  mixture  of  silver  (aluminium)  or  gold  powder  in  glycerine 
and  70  per  cent  isopropyl  alcohol  can  be  used  for  this  purpose.  Take 
care  not  to  apply  this  mixture  too  heavily  nor  to  keep  it  on  the  skin 
for  more  than  two  or  three  hours  at  a  time  as  the  pores  become  sealed 
up  and  asphyxiation  may  result. 

Sculpture 

The  effect  of  marble  sculpture  can  be  given  to  a  skin  surface  by 
coating  it  first  with  white  Pan-Cake  then  highlighting  with  the 
liquid  gold  base  mentioned  above  that  has  been  thinned  with  water. 

Burns 

Realistic  burns  can  be  created  as  follows.  First  degree:  lipstick  or 
red  lining  color  stippled  on  with  a  red  rubber  sponge. 

Second  degree:  blisters  can  be  made  by  spreading  a  layer  of  Duo 
adhesive  over  the  first  degree  effect  and  drying.  White  candle  wax  is 
then  dripped  on  the  area  in  small  blobs.  Some  of  the  Duo  can  then 
be  lifted  with  a  small  spatula  to  give  the  effect  of  broken  blisters, 
while  the  wax  looks  like  unbroken  liquid-filled  blisters. 

Third  degree :  burnt  cork  or  black  Pan-Cake  can  be  stippled  over 
and  around  the  first  and  second  degree  effects  to  simulate  charred 
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PROSTHETIC  SCARS 


Mr.  Ray  Codi  with  a  long,  deep 
collodion  scar.  Scars  can  also  be  made 
with  latex  or  plastic  appliances,  or 
Mortician's  wax  covered  with  sealer; 
another  method  is  to  use  a  thickened 
latex  applied  with  a  spatula. 


portions  of  skin.  Mix  some  burnt  cork  with  Mortician's  wax  and 
apply  around  the  area  in  rough  patches  to  get  broken,  burnt  skin 
effects. 


Cuts 

Cover  the  desired  area  with  Max  Factor  Adhesive  and  dry.  Then 
spread  Mortician's  wax  on  the  skin  with  a  spatula.  Open  a  cut  in 
the  wax  with  the  tip  of  the  spatula  and  paint  the  inside  of  this  cut 
with  red  liner.  Pore  the  area  if  desired  and  cover  with  Sealer  No.  1 , 
No.  5  or  No.  225.  Pan-Stik  and  powder  to  desired  shade,  then  add 
artificial  blood  with  an  eyedropper. 

Bruises 

Raised  or  swollen  bruises  can  be  made  with  latex  or  plastic 
appliances.  Otherwise  just  darken  the  desired  area  with  No.  6 
blue-gray  and  No.  8  lavender-purple  liners  and  No.  4  dark  moist 
rouge.  Highlights  can  be  made  with  a  yellow  liner.  Mortician's  wax 
can  also  be  used  to  create  bruises. 
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TATTOOS.  Designs  for  some  of  the  more  usual  tattoos;  made  with  ball  point  ink. 


Tattoos 

Tattoos  can  be  made  with  red  and  blue  ball  point  pens  or  with  a 
rubber  stamp  made  up  for  this  purpose.  Use  blue  ink  with  the 
rubber  stamp  and  fill  in  the  red  areas  with  a  red  pencil. 

Scars 

Scars  are  best  made  with  latex  or  plastic  appliances,  but  they 
can  also  be  created  with  Mortician's  wax  covered  with  sealer.  Non- 
flexible  collodion  can  be  used  for  making  deep  serrated  scars,  but 
it  often  irritates  the  skin  area. 

Another  method  which  can  be  used  to  make  cuts  and  scars  is  to 
use  a  thickened  latex  which  can  be  applied  to  the  skin  with  a 
spatula.  The  surface  can  be  pored  with  a  stipple  brush  when  the 
surface  has  set  slightly  or  a  cut  can  be  made  into  the  area  with  a 
spatula  for  the  appearance  of  a  fresh  cut.  After  the  application  with 
a  spatula  the  surface  can  be  dried  with  a  hand  hair  dryer.  It  is  not 
necessary  to  dry  the  area  completely  through  as  only  the  surface 
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need  be  dried  before  application  of  a  rubber  greasepaint. 
Mix  the  latex  as  follows : 

MEDIUM  THICK  LATEX 

Latex  l-V-10  or  l-R-15  90  parts 

Acrysol    . .  . .  . .         . .         . .         . .         . .         . .     10  parts 

Set  aside  for  a  few  days  in  a  tightly  stoppered  container  and  the 
mixture  will  thicken  to  a  soft  but  firm  cream. 

THICK  LATEX 

Latex  l-P-3         90  parts 

Tincture  of  green  soap  . .         . .         . .         . .         . .     10  parts 

This  will  make  a  similar  cream  but  one  which  is  heavier  and 
thicker.  This  is  not  as  easy  to  use  as  the  surface  dries  quite  rapidly. 
Cotton  adhered  to  the  skin  and  built  up  in  successive  layers  using 
225  adhesive  will  also  produce  an  excellent  raised  scar. 
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15 

HAIR  GOODS 


For  many  years  the  Senz  family  of  New  York  City  has  maintained 
one  of  the  world's  finest  and  most  respected  wigmaking  shops,  and 
the  author  is  deeply  indebted  to  Mr.  Adolph  "Poppa"  Senz,  the 
"father"  of  all  make-up  artists,  for  providing  constant  inspiration 
and  Mr.  Ira  Senz  for  his  invaluable  assistance  in  preparing  this 
section. 

Truly  to  excel  in  the  selection  and  handling  of  hair  takes  many 
years  of  experience  and  practice,  and  it  is  without  doubt  the  most 
difficult  phase  of  make-up  work. 

Types  of  hair 

Hair  can  be  divided  into  many  categories  with  each  type  having 
either  a  specific  or  a  variety  of  uses.  Among  the  most  useful  are  wool 
crepe,  hair  crepe,  yak,  angora  goat,  horsehair,  and  human  hair. 
Human  hair  is  also  divided  into  many  classes  and  grades.  (See 
Appendix  F,  page  238,  for  sources  of  hair  goods  and  materials.) 

Some  of  the  tools  a  make-up  artist  should  have  when  working 
with  hair  are :  a  hackle  for  combing  and  blending  hair,  various  sizes 
of  curling  irons,  a  heating  stove  for  the  irons,  barber  scissors  and 
combs,  thinning  shears,  pinking  shears,  two  or  three  sizes  of  wig- 
maker's  needles,  balsa  and  hard  wood  head  forms,  a  small  hammer, 
some  brads,  hairpins  and  a  steam  iron. 

Max  Factor  Adhesive  is  the  standard  adherent  for  use  with  all 
types  of  hair  goods  as  it  dries  fast  and  has  less  shine  than  other 
spirit  gums. 

Wool  Crepe 

This  material  comes  in  braids  of  various  colors  and,  for  general 
use,  should  be  unbraided  and  steamed  under  a  wet  cloth  with  a 
regular  iron,  steamed  with  a  steam  iron  or  press,  or  simply  dropped 
into  very  hot  water  for  a  moment  and  then  hung  up  to  dry.  There 
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should  be  a  slight  wave  remaining  in  the  hair  when  it  dries  so  that 
it  will  appear  more  natural.  When  dry  it  is  ready  for  use. 

One  method  is  to  pull  the  end  hair  directly  out  of  the  skein  in 
small  bunches  and  trim  to  shape  before  adhering  to  the  face.  An- 
other way  is  to  cut  the  hair  up  in  lengths  as  it  is  used.  For  ease  in 
handling,  moustache  hair  should  be  about  2  inches  long,  sideburn 
hair  3  inches  and  beard  hair  4  to  6  inches  long.  After  cutting,  it 
should  be  loosely  combed  with  a  large  tooth  comb  and  the  short 
ends  discarded.  In  this  state  it  can  be  blended  with  other  wool  hair 
colors  to  obtain  the  desired  shade. 

Wool  crepe  does  not  have  the  shine,  body  or  the  same  curl  of 
human  beard  hair,  so  it  is  seldom  used  (except  for  edge  blending  or 
at  times  for  beards  for  extra  players)  in  motion  picture  make-ups. 
It  is,  however,  very  useful  for  television  and  stage  work  if  the  hair  is 
prepared  correctly. 

It  is  generally  advisable  to  lacquer-spray  the  wool  crepe,  after 
it  has  been  applied  to  the  face,  to  set  and  shape  the  hair.  Clear 
acrylic  spray  can  be  used  when  a  waterproof  hair  spray  is  desired. 
Brilliantine  does  not  work  too  well  on  wool  crepe  as  it  wets  it  down, 
causing  the  fine  hair  to  stick  together  in  uneven  masses.  Water  acts 
in  somewhat  the  same  manner.  Some  workers  prefer  to  use  wool 
crepe  directly  out  of  the  braid  without  steaming  or  wetting  the  hair 
to  straighten  it.  If  used  in  this  way,  6  to  8  inch  lengths  should  be 
drawn  out  of  the  braid  and  flattened  into  sheets  of  hair  by  separating 
the  matted  strands  with  the  fingers.  Layers  of  these  sheets  of  hair 
can  then  be  applied  directly  to  the  face  to  build  a  beard  or  side- 
burns. This  method  does  not  produce  a  beard  which  will  look  natural 
in  close  shots,  so  should  be  used  only  for  speed  in  making  up  extra 
players. 

Hair  Crepe 

This  material  may  be  human  hair  (Caucasian,  Chinese  or  Indian), 
yak  or  a  combination  of  any  or  all  of  these  types  which  has  been 
braided  in  a  similar  manner  to  wool  crepe  and  steamed  to  a  per- 
manent wave.  Being  a  coarser  type  of  hair  it  more  closely  resembles 
true  beard  hair,  so  is  used  extensively  in  motion  pictures  and  tele- 
vision. 

As  with  wool  crepe,  the  hair  should  be  taken  out  of  the  braid 
and  steamed  with  a  steam  iron  or  press.  Wool  crepe  comes  out  of 
the  braid  in  one  continuous  skein  of  hair,  but  hair  crepe  will  be  in 
7  to  10  inch  lengths  when  it  is  straightened.  After  pressing  with  the 
steam  iron  it  is  stretched  for  a  moment  with  the  hands  and  then 
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left  to  dry.  It  can  then  be  hackled  to  remove  all  the  short  ends  and 
blended  to  match  the  desired  hair  color.  Some  workers  prefer  not 
to  hackle  the  hair  but  use  it  directly  from  the  skein  after  it  has  been 
straightened.  As  with  the  wool  crepe  all  the  curl  should  not  be 
taken  out,  but  a  slight  wave  left  in  the  hair  to  give  it  body. 

Hair  crepe  comes  in  all  the  hair  shades,  but  always  should  be 
blended  so  that  more  than  one  color  is  used  for  making  the  beard. 
It  is  also  well  to  mix  yak  with  some  angora  to  take  the  stiffness  out 
of  the  finished  hair  application.  This  can  be  done  by  working  layers 
of  the  two  types  of  hair  together  with  the  fingers,  then  hackling 
them  until  they  are  a  homogenous  mixture. 

When  ready  to  apply,  the  ends  of  the  skein  of  hair  are  combed 
out  with  a  wide  tooth  comb  and  flattened  into  a  sheet  about  1  inch 
across.  The  hair  is  then  cut  on  an  angle  and  given  a  slight  clockwise 
twist  with  the  fingers  so  that  the  ends  of  the  hair  become  attached 
to  the  gummed  area  of  the  face. 

Yak  Hair 

Yak  hair  comes  in  long,  straight  hanks  12  to  18  inches  in  length 
and  various  grades,  soft  to  very  stiff,  depending  on  the  part  of  the 
animal  that  the  hair  was  cut  from.  It  is  generally  used  when  a  stiffer 
hair  with  more  body  is  required.  Some  artists  use  it  straight  and 
after  application  dress  it  with  a  hot  iron.  Others  prefer  to  crimp  the 
hair  with  an  iron  or  pleating  machine  first  to  give  the  hair  more 
body  and  looseness.  They  then  apply  it,  using  the  iron  only  if  more 
curl  is  desired. 

Angora  Goat  Hair 

This  is  a  soft  fine  hair  which  is  blended  with  the  best  (the  softest, 
that  is)  yak  for  use  in  Santa  Claus  and  period  powder  wigs.  It  is 
also  mixed  with  hair  crepe  or  straight  yak  hair  for  paste-on  beards. 

Horsehair 

British  clerical,  judical  and  legal  wigs  are  made  of  this  very 
coarse  hair.  Once  dressed  and  set,  horsehair  wigs  need  very  little 
care  because  of  their  extreme  stiffness. 

Human  Hair 

Natural  human  hair  used  for  wigs,  hairpieces,  falls,  lace  beards, 

HAIR  MATERIALS  (opposite).  Top  left:  Wool  crepe  in  braid  and  straightened.  Top  right: 
Hair  crepe  in  the  braid  and  straightened.  Bottom  left:  (left  to  right)  Angora  goat  hair, 
yak  hair,  horsehair.  Bottom  right:  (left)  Combings  (right)  cut  hair. 
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moustaches,  and  sideburns  can  be  divided  into  two  categories,  cut 
hair  and  combings.  Today  most  of  the  human  hair  comes  from 
Europe  where  people  actually  save  hair  for  sale.  Cut  hair  is  the  best 
grade  and  is  cut  directly  from  the  head.  Combings  are  lengths  of  hair 
saved  from  hair  combing.  Human  hair  is  cleaned,  matched,  graded 
and  bundled  for  export  by  highly  trained  workers  before  shipment. 
The  cut  hair  is  used  in  the  finest  of  wigs  and  toupees. 

Working  with  hair 

It  is  in  the  application  of  hair  that  the  majority  of  neophytes  fail 
to  achieve  proficiency,  so  practice  with  hair  and  hair  goods  at  every 
opportunity  to  attain  skill  and  experience. 

Application  of  a  Beard 

To  create  a  beard,  first  study  the  design  or  desired  shape  from 
reference  pictures  or  sketches.  Then  mark  out  the  area  with  Max 
Factor  Adhesive.  Start  pasting  the  hair  on  the  area  under  the  chin 
and  continue  adding  layers  under  the  chin  to  the  beginning  of  the 
neck.  When  pasting  the  hair,  press  the  adhered  edge  of  the  hair  to 
the  face  with  the  blades  of  the  scissors  to  set  the  hair  firmly  into  the 
gum.  The  scissors  should  be  dipped  frequently  in  acetone  to  keep 
them  clean  of  the  adhesive.  Then  add  layers  of  hair  on  the  front  of 
the  chin  up  to  the  desired  outline  of  the  front  of  the  beard.  Always 
use  a  lighter  color  of  hair  near  the  outline  area  of  the  beard  to  get 
a  gocd  edge  blend.  The  sides  are  then  built  up  in  layers  in  the  same 
manner  from  the  chinline  to  the  sideburn  area.  Lift  the  hairs  of  the 
natural  sideburns  and  adhere  one  layer  of  hair  under  them.  The 
natural  sideburn  hair  can  then  be  combed  over  the  pasted  on  beard 
hairs  to  get  a  good  blend. 

Always  make  certain  that  the  edges  of  the  beardline  are  fine,  well 
spread  and  not  matted  to  the  face.  Always  use  a  minimum  of  hair 
for  the  maximum  of  effect.  The  usual  fault  of  an  amateur  is  that  he 
uses  too  much  hair,  consequently  the  beard  looks  more  like  a 
mattress  than  a  natural  beard. 

The  entire  beard  can  then  be  pressed  firmly  on  the  face  with  a 
lintless  towel.  This  sets  the  beard  into  the  gum  and  removes  any 
excess  shine  from  the  gum.  The  moustache  can  then  be  applied  by 

APPLICATION  OF  BEARD  (opposite).  Top  left:  Starting  to  apply  hair.  Top  right:  Build- 
up continued  almost  to  edge  of  desired  shape.  Center  left:  Lighter  colored  hair  added 
to  form  blending  edge.  Center  right:  Beard  trimmed  roughly  to  shape.  Bottom  left: 
Moustache  added  and  curled.  Bottom  right:  Beard  and  moustache  finally  trimmed. 
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BEARDS,  MOUSTACHES  and  SIDEBURNS.  Examples  of  various  styles  of  facial  hair. 


building  it  up  with  hair  layers  starting  on  the  outer  ends  and  work- 
ing inward.  Press  the  moustache  on  the  face  with  the  towel  after 
application.  The  entire  beard  and  moustache  is  combed  and 
brushed  to  remove  any  excess  or  loose  hairs. 

The  beard  can  then  be  curled,  if  desired,  with  a  hair  iron  which 
has  been  heated  in  a  special  curling  iron  stove  or,  if  on  location,  a 
large  can  of  Stearno  will  serve  the  same  purpose.  When  the  iron  is 
hot,  test  the  heat  by  crimping  a  piece  of  paper  towelling.  If  the 
towelling  is  not  scorched  but  is  well  crimped,  the  iron  is  at  the 
right  temperature.  If  too  hot  the  paper  will  be  burned,  and  if  too 
cold  the  paper  will  not  be  crimped.  Cool  a  hot  iron  by  rotating  it  in 
the  air  until  it  no  longer  scorches  the  paper  when  tested.  The  iron 
can  then  be  used  to  curl  the  beard  hair  in  any  desired  manner.  Curl 
the  hair  in  layers  all  in  a  down  or  under  direction  and  then  comb  out. 
Spiral  curls  can  be  made  to  achieve  an  Asiatic  or  patriarchal  effect. 
Small  moustache  irons  are  used  to  curl  the  ends  of  moustaches  or 
to  make  small  curls  in  beards  or  sideburns. 

Sideburns  can  be  applied  in  the  same  layer  fashion.  Always  start 
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WIGMAKER'S  KNOT.  Made  with  a  special  hooked  needle  tying  the  hair  into  the  lace. 
The  stages  are  shown  in  left  and  right  columns  of  diagram,  top  to  bottom. 

laying  the  hair  from  the  bottom  up  to  the  natural  sideburn  line. 
Close  cropped  sideburns  are  best  applied  with  a  mixture  of  angora 
and  yak  hair,  but  the  more  curly  ones  can  be  made  with  crepe  which 
has  a  slight  curl  in  it  from  the  iron  or  the  pleating  machine  (p.  212). 
An  excellent  non-hardening  spirit  gum  can  be  made  by  heating 
pure  Canadian  balsam  until  it  is  quite  heavy  and  sticky  to  the  touch. 
Do  not  overheat  as  the  mixture  will  then  become  granular  when 
cooled.  Remove  from  the  heat  and  add  enough  ether  to  make  it  a 
liquid.  Other  spirit  gums  are  generally  made  of  gum  mastic  dis- 
solved in  alcohol. 

Prepared  Hair  Goods 

These  are  beards,  moustaches,  sideburns  and  small  fill-in  hair- 
pieces which  are  made  by  tying  hair  into  a  netting  or  lace  with  wig- 
maker's  knots.  The  netting  can  be  made  of  fine  silk  which  is  used 
for  all  the  best  hair  goods  for  television  and  motion  picture  work, 
or  the  coarse  and  heavier  nylon  net  used  for  stage  hair  goods. 
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The  wigmaker's  knot  is  performed  as  shown  in  the  illustration 
with  a  special  hooked  needle  tying  the  hair  into  the  lace.  It  is  best 
to  nail  the  lace  to  a  hard  wood  block  with  |-inch  No.  21  wire  nails 
to  get  a  tight  surface  to  work  on.  Wigs  can  be  held  in  the  same  way 
to  a  hard  wood  block  for  dressing.  Drive  the  brad  halfway  in  and 
then  bend  it  over  to  hold  the  lace  tightly  to  the  block,  stretching  the 
lace  as  each  nail  is  driven  in  so  that  the  surface  will  be  smooth  and 
free  of  wrinkles. 

Wigs,  falls  and  toupees  are  made  with  silk  lace  fronts  and  gauze 
mesh  tops.  Only  human  hair  is  used  in  the  best  of  these. 

The  advantage  of  prepared  hairpieces  is  that  they  may  be  dressed 
on  a  block  prior  to  their  use  on  the  face.  Water  is  generally  used  for 
dressing,  while  curling  may  also  be  done  with  a  hot  iron.  The  hair 
may  then  be  lacquer  sprayed  to  preserve  this  set. 

To  attach  lace  goods  such  as  beards,  moustaches  and  sideburns  to 
the  face,  carefully  center  the  piece  on  the  desired  area,  then  lift  the 
edges  and  coat  the  facial  area  with  adhesive  or  spirit  gum.  Press  the 
lace  on  the  face  with  a  lintless  towel  until  all  the  shine  and  sticki- 
ness are  gone  from  the  lace  edges. 

Wigs  should  be  put  on  the  head  by  holding  the  back  of  the  wig 
with  both  hands  and  sliding  the  wig  front  over  the  forehead.  The 
rear  of  the  wig  is  then  pulled  down  until  it  fits  snugly  on  the  head. 
Then,  holding  the  wig  firmly  on  each  side  with  the  open  palms  of 
the  hands,  slide  the  wig  front  back  until  the  desired  hairline  is 
reached.  The  lace  should  be  attached  to  the  head  just  in  front  of  the 
natural  hairline  so  that  the  wig  will  not  appear  to  be  too  far  down 
on  the  forehead.  Comb  back  any  stray  hairs  which  are  under  or  on 
top  of  the  lace  and  then  apply  Max  Factor  Adhesive  to  the  lace. 
With  a  lintless  hand  towel  press  the  lace  into  the  head  until  all  the 
excess  gum  and  shine  are  removed.  When  applying  make-up,  blend 
the  base  up  to  but  not  over  the  lace  or  it  will  darken  the  area. 

Toupees  should  be  applied  by  first  centering  the  piece  on  the 
head  area  then  applying  Max  Factor  Adhesive  over  the  lace.  The 
lace  is  then  pressed  on  the  head  with  a  lintless  hand  towel  until  all 
the  shine  is  gone. 

When  applying  any  hair  to  the  face  or  head  always  stand  on  the 
right  side  of  the  subject  (never  at  the  back).  If  the  artist  is  left- 
handed,  he  may  prefer  to  stand  to  the  left. 

When  a  fall  or  hairpiece  is  to  be  made,  in  order  to  give  a  natural 
appearance,  the  hair  selected  for  making  the  piece  must  match  the 
hair  on  the  head.  The  wigmaker  will  need  a  small  cutting  of  hair 
for  this.  This  cutting  should  be  taken  from  the  underneath  layer  of 
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PREPARED  HAIR  GOODS.  Top  left: 
Checking  the  beard  size.  Top  right: 
Attaching  the  beard.  Bottom:  Placing 
the  wig  in  position  on  the  head. 


hair  in  the  back  of  the  head,  using  the  scissors  in  a  sliding  motion  to 
the  length  of  the  hair  while  cutting.  This  method  is  called  effile  and 
the  cut  will  not  be  seen  as  a  clipped  out  area  on  the  head  as  it  would 
be  if  a  straight  cut  were  made. 

If  a  woman's  hair  is  naturally  long,  it  must  be  twisted  into  a  roll, 
made  into  a  soft  bun  and  pinned  to  the  head  to  enable  the  wig  to 
fit.  If  she  has  very  long  or  heavy  hair  this  procedure  may  have  to  be 
repeated  in  numerous  places  on  the  head,  rather  than  make  one  large 
roll,  so  as  to  secure  all  the  hair  and  make  it  lie  flat  to  the  head.  The 
wig  can  be  secured  to  the  head  in  the  back  by  driving  large  hair- 
pins into  these  rolls  through  the  wig  material.  Men  generally  have 
less  hair  to  cover  but  often  not  enough  to  secure  the  back  of  the 
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PLEATING  MACHINE.  Left:  A  pleating  machine.  Right:  Hair  pleated  by  pleating  machine. 


wig  or  the  fall  to  the  natural  hair.  In  such  cases,  prior  to  setting  the 
wig  or  fall  on  the  head,  hairpins  can  be  twisted  into  the  hair  at 
various  points  and  held  in  place  by  circling  them  tightly  with  small 
rubber  bands.  The  wig  can  then  be  set  in  place  on  the  head  and 
hairpins  driven  through  the  wig  material  and  into  these  securing 
points. 

Pleating  Machine 

Old-time  neckcloth  pleating  machines  can  be  purchased  for 
a  moderate  sum  from  second-hand  or  antique  stores  and  are 
excellent  for  the  quick  crimping  or  pleating  of  hair.  The  brass  rolls 
are  either  heated  with  the  insert  tube  or  the  machine  can  be  elec- 
trified by  an  electrician.  Simply  start  the  hair  in  one  end  of  the 
roller  and  turn  the  handle  of  the  machine.  The  hair  will  travel 
through  the  rollers  and  come  out  nicely  crimped  and  ready  for  use. 

Measuring  the  Head  and  Face  for  Hair  Goods 
The  head  is  measured  as  follows : 

1 .  Around  the  head. 

2.  From  hair  on  forehead  to  pole  of  neck. 

3.  From  temple  to  temple  around  the  back  of  head. 

4.  From  ear  to  ear  over  top  of  head. 

5.  From  ear  to  ear  across  the  forehead. 

6.  Full  width  of  hair  in  nape  of  neck. 
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HEAD  MEASUREMENTS 


See  text  for  explanation  of  numbers 
and  letters  shown  on  the  diagram. 


Beard  measurements  are  made  from : 

a.  Ear  to  ear  over  a  point  of  chin. 

b.  Corner  of  mouth  to  extreme  of  neck  bone. 

c.  Centre  of  under  lip  to  depth  of  beard. 

Body  Hair 

This  is  best  simulated  by  pulling  wool  crepe  directly  out  of  the 
braid  and  adhering  it  in  a  thin  sheet  to  the  desired  area  with  Max 
Factor  Adhesive. 

Stubble  Beards 

Finely  chopped  wool  crepe  or  yak  hair  can  be  applied  to  the  face 
with  a  damp  natural  sponge.  Use  spirit  gum  or  Max  Factor  Adhesive 
which  has  been  slightly  thinned  out  with  99  per  cent  isopropyl 
alcohol  for  the  adherent. 

Hair  Coloring 

Mascara,  Black  and  Negro  No.  2  Pan-Cake  or  hair  rinses  can  be 
used  for  temporary  coloration  of  the  hair.  Scalp  Masque  can  be 
used  to  stain  the  scalp  when  the  hair  is  thin.  Fine  black  and  brown 
pencil  lines  can  be  marked  on  the  scalp  to  strengthen  the  hairline 
in  the  front  or  on  the  sides  near  the  temples.  Gray  temples  can  also 
be  colored  with  a  little  pencil.  For  men  with  dark  hair,  an  Eagle 
Draughting  pencil  is  sometimes  a  softer  and  better  shade  to  use 
than  the  eyebrow  pencil  type.  Hairpieces  and  toupees  can  also  be 
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colored  temporarily  in  the  same  manner.  (See  also  page  57  for 
illustrations  of  the  above  methods.) 

If  the  natural  hair  must  be  changed  permanently  in  color,  it  is 
best  to  consult  an  expert  colorist  in  a  hairdressing  salon. 

Hair-whiteners  and  Hair-grayer s 

Max  Factor  Hairwhitener,  white  Pan-Cake  or  Pan-Stik,  white 
mascara,  clown  white  or  any  of  the  aluminium  powders  and  sprays 
can  be  used  for  whitening  or  graying  the  hair.  Aluminium  spray  in 
pressure  cans  is  excellent  for  graying  an  entire  head  as  the  material 
will  not  "sift"  out  of  the  hair  and  gray  the  shoulders  of  the  costume 
as  aluminium  powder  will  do.  Do  not  use  cornstarch  for  whitening 
hair.  This  archaic  method  is  not  only  unrealistic  but  also  very 
amateurish  and  crude  in  appearance.  IN  or  21  Pan-Stik  can  be 
used  when  just  a  trace  of  gray  is  desired. 

There  are  also  special  off-white,  pale  pink  or  pale  orange  types  of 
hair  grayers  which  some  make-up  artists  prefer  to  use  to  counteract 
the  bluish  cast  that  pure  white  imparts  to  black  or  dark  brown  hair. 
These  shades  of  hair  grayers  can  be  made  as  follows : 

Mix  titanium  dioxide  with  water  until  a  smooth  paste  is  obtained. 
Then  add  a  few  drops  of  glycerine  and  isopropyl  alcohol.  Color 
with  tube  water  color  (Winsor-Newton  is  a  good  make).  Cadmium 
orange  or  cadmium  red  light  are  good  shades  to  use.  Three  mixes 
can  be  made;  one  just  slightly  off-white  for  blondes,  and  two  in- 
creasingly deeper  shades  for  brownettes  and  brunettes.  The  color 
used  for  coloration  will  depend  on  the  shade  desired  for  the  parti- 
cular medium  or  specific  problem  at  hand.  Cadmium  orange  pro- 
duces a  yellower  color  while  the  red  fight  makes  a  pinker  tone. 

Hair-whiteners  or  hair-grayers  to  be  used  for  color  films  or  tele- 
vision should  be  pre-picture  or  rehearsal-tested  before  use  to  see  if 
the  correct  natural  tone  is  obtained.  It  is  often  necessary  to  mix 
aluminium  powder  with  the  hair-whitener  to  provide  some  reflect- 
ance to  the  hair  so  as  to  make  it  appear  natural. 

Hair-dyeing  brushes  or  large  mascara  brushes  are  best  for  apply- 
ing hair-whiteners. 

Hair  Sprays 

Hair  lacquer  or  spray  comes  in  pressure  sealed  cans  and  is  used 
for  setting  the  hair  in  place  after  it  has  been  dressed.  Some  of  the 
manufacturers  of  hair  sprays  are  now  making  them  in  colors.  These 
are  excellent  for  temporary  coloration.  The  silver  can  be  used  for 
the  graying  of  hair,  the  gold  for  giving  highlights  to  dark  brown 
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hair,  and  the  colors  black,  brown,  blonde  and  red  to  cover  gray  hair. 

Hair  Straight eners 

Natural  hair  can  be  straightened  with  Posner's  Hair  Straightener 
by  any  good  hairdressing  salon.  This  will  make  even  kinky  hair 
straight  permanently. 

Dressings 

Solid  or  liquid  brilliantines  will  give  a  shine  to  hair.  Bandoline 
can  be  used  to  set  the  hair  into  a  stiff  set.  Moustache  wax  can  also 
be  used  to  stiffen  or  plaster  down  the  hair.  Curls  and  points  on  the 
ends  of  moustaches  can  also  be  made  with  this  wax.  Petroleum  jelly 
can  be  combed  into  the  hair  to  give  a  very  slick  look  to  the  hair  or 
to  keep  it  flat  to  the  head. 

Blocking  Brows 

Heavy  eyebrows  may  be  very  effectively  and  completely  blocked 
out  by  first  combing  the  brows  flat  and  then  brushing  the  half  of  the 
brow  nearest  to  the  nose  in  an  upward  direction  and  the  outer  half 
in  an  outward  direction.  Spirit  gum  or  Max  Factor  Adhesive  is 
then  applied  to  the  brow,  dried  with  a  hand  hair  dryer  and  then 
pressed  into  the  skin  with  a  damp  towel.  After  this  initial  coat  has 
adhered  the  brow  hairs  to  the  skin,  another  coat  of  Adhesive  is 
applied  and  a  piece  of  organza  de  soie  approximately  1  X  3  inches, 
cut  on  the  bias,  is  stretched  over  the  spirit  gummed  area.  Press  the 
silk  into  the  gum,  dry  thoroughly  and  press  firmly  with  a  damp  towel. 
The  entire  area  is  then  stippled  with  Duo  Adhesive  and  dried. 
Rubber  Mask  Greasepaint  can  then  be  applied. 
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APPENDIX  A— FILM  TYPES 


The  films  here  listed  are  motion-picture  films  for  camera  use,  and  do  not 
include  special  films  for  recording  television  screen  images. 

All  film  for  one  production  should  bear  the  same  emulsion  number,  or — in 
the  case  of  color  films — color  compensating  filters  should  be  used  for  balancing 
the  different  emulsions. 

Black-and-white  films  have  bsen  classified  under  negative  and  several  types. 
The  speed  groups  are  as  follows : 

Group  1 :  Speed  index  range  22° -IT  BS  or  12-40  ASA. 
Group  2:  Speed  index  range  28°-30°  BS  or  50-80  ASA. 
Group  3 :  Speed  index  range  32°-34°  BS  or  125-200  ASA. 
Group  4:  Speed  index  range  35°-37°  BS  or  250-400  ASA. 

Color  films  are  also  classified  as  negative  and  reversal. 

Black-and-  White  Negative  Films 

These  are  negative  films  for  camera  use  only.  The  film  is  developed  to  a 
negative;  any  desired  number  of  positive  projection  copies  can  then  be  printed 
from  it. 

The  films  are  classified  into  four  groups,  according  to  sensitivity. 

Group  1.  Speed  index  range  23°-27°  BS  or  12-40  ASA.  This  group  covers 
extra  fine  grain  high  contrast  films  for  general  exterior  photography  in  good 
light;  also  for  studio  back  projection  purposes.  One  manufacturer  also  recom- 
mends his  product  for  television  recording. 

GROUP  I  BLACK-AND-WHITE  NEGATIVE  FILMS 


Manufacturer  and  Film 

Gauge  in  Which 
Available 

Speed  Rating 

Daylight                  Tungsten 

°BS          ASA          °BS     '      ASA 

AGFA,  Western  Germany 
Isopan  IFF 

16  mm 

22° 

12 

20° 

8 

DU  PONT,  U.S.A. 
Type  904  B  Superior  1 

35  mm 

25° 

25 

24° 

20 

EASTMAN,  U.S.A. 
Background  X 

Type 
Type 

7230  16  mm 
5230  35  mm 

27° 

40 

26° 

32 

GEVAERT,  Belgium 
Gevapan  27,  Type  152 

16  &  35  mm 

26° 

32 

24° 

20 

ILFORD,  Great  Britain 
Pan  F 

16  &  35  mm 

25° 

25 

23° 

16 

Group  2.  Speed  index  range  28°-30°  BS  or  50-80  ASA.  This  group  covers 
medium  speed,  fine  grain,  normal  contrast  films  for  general  interior  and  exterior 
work  under  average  lighting  conditions.  Films  in  this  group  represent  a  good 
balance  between  the  maximum  desirable  speed  for  most  purposes,  and  the  finest 
grain  obtainable  at  that  speed. 
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GROUP  2  BLACK-AND-WHITE  NEGATIVE  FILMS 


Manufacturer  and  Film 

Gauge  in  Which 

Speed  Rating 

Available 

Daylight 

Tungsi 

:en 

°BS 

ASA 

°BS 

ASA 

AGFA,  Western  Germany 

Isopan  ISS 

16  mm 

30° 

80 

28° 

50 

ANSCO,  U.S.A. 

Supreme 

35  mm 

28° 

50 

26° 

32 

DU  PONT,  U.S.A. 

Type  926  B  Superior  2 

35  mm 

30° 

80 

29° 

64 

EASTMAN,  U.S.A.  and  KODAK, 

Great  Britain 

Plus  X  Panchromatic 

Type 
Type 

7231   16  mm 
4231  35  mm 

30° 

80 

29° 

64 

GEVAERT,  Belgium 

Gevapan  30  Type  164 

16  &  35  mm 

30° 

80 

28c 

50 

ILFORD,  Great  Britain 

FP3 

16  &  35  mm 

30° 

80 

29° 

64 

Group  3.  Speed  index  range  32°-34°  BS  or  125-200  ASA.  These  are  high- 
speed films  for  newsreel  work  and  general  exterior  photography  under  indif- 
ferent lighting  conditions  or  where  a  great  depth  of  field  is  required  without 
undue  increase  in  illumination. 

GROUP  3  BLACK-AND-WHITE    NEGATIVE  FILMS 


Manufacturer  and  Films 

Gauge  in  Which 
Available 

Speed  Rating 

Daylight                   Tungsten 

°BS           ASA           °BS     '      ASA 

AGFA,  Western  Germany 
*lsopan  Ultra 
GEVAERT,  Belgium 
Gevapan  33  Type  183 
ILFORD,  Great  Britain 
H.P.3 

16  mm 
16  &  35  mm 
16  &  35  mm 

32° 
32° 
34° 

125 
125 
200 

30°           80 
31°          100 
33°          160 

*Agfa  Isopan  Ultra  can  also  be  reversal-processed.  Daylight  speed  is  then  increased  to  250-320  ASA 
(35c-36c  BS),  and  grain  is  less  obtrusive. 

Group  4.  Speed  index  range  35°-37°  BS  or  250-400  ASA.  These  ultra  high- 
speed films  are  designed  for  all  cinematography  under  the  worst  lighting 
conditions. 

GROUP  4  BLACK-AND-WHITE  NEGATIVE  FILMS 

Manufacturer  and  Film  Gauge  in  Which  Speed  Rating 

Available  Daylight  Tungsten 

°BS  ASA  °BS  ASA 

DU  PONT,  U.S.A. 

Type  928  Superior  4  16  &  35  mm 

EASTMAN,  U.S.A.  and  KODAK, 
Great  Britain 

Tri-X  Panchromatic  Type  7233  16  mm 

Type  5233  35  mm 
GEVAERT,  Belgium 

Gevapan  36  Type  191  16  &  35  mm 

ILFORD,  Great  Britain 
H.P.S.  16  &  35  mm 
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36° 

320 

35° 

250 

36° 

320 

35° 

250 

35° 

250 

34° 

200 

37° 

400 

36° 

320 

Black-and-  White  Reversal  Films 

Reversal  films  yield  direct  positives  for  projection.  The  film  is  first  developed 
as  a  negative;  the  negative  image  is  then  bleached,  re-exposed  and  re-developed 
to  produce  a  positive  image. 

BLACK-AND-WHITE  REVERSAL  FILMS 


Manufacturer  and  Film 

Gauge  in  Which 

Speed  Rating 

Available 

Daylight 

Tungsi 

ten 

°BS 

ASA 

°BS 

ASA 

AGFA,  Western  Germany 

Isopan  ISS 

16  mm 

30° 

80 

28° 

50 

(Negative)  Isopan  Ultra 

(reversal  developed) 

16  mm 

35-36° 

250-320 

EASTMAN,  U.S.A.  and  KODAK, 

Great  Britain 

Plus-X  Type  7276 

16  mm 

28° 

50 

27° 

40 

Tri-X  Type  7278 

16  mm 

34° 

200 

33° 

160 

Super-X 

8  mm 

27° 

40 

26° 

32 

GEVAERT,  Belgium 

Gevapan  23  Micro  Reversal 

(Type  051) 

16  mm 

22° 

12 

20° 

8 

also  available  in 

8  mm 

Gevapan  26  Super  Reversal 

(Type  062) 

16  mm 

25° 

25 

23° 

16 

also  available  in 

8  mm 

Gevapan  32  Ultra  Reversal 

(Type  073) 

16  mm 

31° 

100 

29° 

64 

also  available  in 

8  mm 

Color  Negative  Films 

These  negative  films  are  for  camera  use  only.  The  material  is  coated  with  three 
superimposed  emulsions,  sensitive  respectively  to  the  primary  colors  blue, 
green  and  red.  The  colors  of  the  subject  are  reproduced  as  their  respective 
complementaries  (yellow,  magenta  and  cyan)  on  development.  When  printed 
on  the  appropriate  color  positive  material,  the  original  subject  colors  are 
restored. 

Eastman  Color  Negative  Film,  Type  5248  (35  mm.)  is  an  integral-tripack 
incorporated-coupler  type  film  balanced  for  use  with  tungsten  light  at  3200°  K, 
or,  with  suitable  filters,  under  daylight  or  carbon-arc  conditions.  This  film  is 
universally  used  by  most  U.S.  production  studios  as  a  negative  camera  material 
and  the  release  positive  is  often  given  the  name  of  the  processing  plant  or  studio 
such  as,  "Print  by  Technicolor",  "Warnercolor",  "Print  by  Deluxe",  "Print 
by  Consolidated  Laboratories",  etc.  The  exposure  latitude  of  this  color 
negative  is  somewhat  greater  than  that  found  for  reversal  color  films,  and  the 
lighting  should  be  quite  soft  and  the  illumination  distributed  evenly  unless 
effects  are  desired.  Extremely  flat  lighting,  such  as  provided  by  extended  front 
lighting  sources  alone,  is  undesirable  since  the  results  are  very  uninteresting 
and  lacking  in  character.  Some  modelling  light  can  be  employed  effectively  but 
with  lower  lighting  ratios  than  ordinarily  used  for  black-and-white  photography. 
Lighting  ratios  should  not  ordinarily  be  greater  than  3:1,  but  this  will  be 
dependent  upon  the  range  of  reflectances  encountered  in  the  subject. 

Group  A.  For  exposure  by  daylight  or  tungsten  illumination  without  camera 
filter.  Color  temperature  of  individual  tungsten  light  sources  to  be  uniform  to 
within  100°  K. 
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group:*  color  negative  films 


Manufacturer  and  Film  Gauge  in  Which  Speed  Rating 

Available  Daylight  (or  arc)  Tungsten 


BS  ASA  °BS  ASA 


AGFA,  Western  Germany 

Agfacol  or  Type  3  16  &  35  mm  23°  16  25°  25 

Group  B.  For  exposure  by  tungsten  light  at  3,200°  K.  without  camera  filter. 
When  used  with  daylight,  the  indicated  filter  is  required  over  camera  lens. 

GROUP  B  COLOR  NEGATIVE  FILMS 

Manufacturer  and  Film  Gauge  in  Which  Speed  Rating 

Available  Daylight  Tungsten 

°BS  ASA  °BS     '      ASA 


ANSCO,  U.S.A. 

Ansco  Color  Negative  Type  845 

35  mm 

*23° 

*I6 

25° 

25 

EASTMAN,  U.S.A. 
Eastman  Color  Type  5248 

35  mm 

*23° 

*I6 

25° 

25 

GEVAERT,  Belgium 
Gevacolor  Negative  Type  652 

35  mm 

|24° 

|20 

26° 

32 

*With  Wratten  No.  85  filter. 
fWith  Gevaert  CTO-12  filter. 

Color  Reversal  Films 

Reversal  color  films  yield  direct  positives  in  natural  color  for  projection  pur- 
poses. The  material  is  coated  with  three  superimposed  layers,  sensitive  respec- 
tively to  the  primary  colors  blue,  green  and  red.  In  processing  it  is  first  developed 
to  a  black-and-white  negative.  The  second  development  takes  place  in  a  color 
developer  which  produces  not  only  a  silver  image  but  also  a  dyed  image  in  each 
layer.  This  dyed  image  is  generally  chosen  to  be  complementary  to  the  sensi- 
tivity of  the  layer  in  which  it  is  formed.  Thus  the  blue-sensitive  layer  yields  a 
yellow  positive  dye  image;  the  green-sensitive  layer,  a  magenta  dye  image;  and 
the  red-sensitive  layer,  a  positive  cyan  (blue-green)  image.  The  three  silver 
images  are  eventually  removed  by  chemical  means,  and  the  dye  images  form 
the  composite  color  pictures  by  subtractive  synthesis. 

Although  Kodachrome  and  Anscochrome  Type  A  and  Daylight  materials 
were  primarily  designed  for  the  amateur,  while  the  Professional  or  Com- 
mercial (3200°  K)  grades  were  made  for  the  commercial  cameraman,  these 
materials  are  now  finding  increasingly  wide  professional  use  due  to  the  addition 
to  the  Kodak  line  of  a  new  print  stock  for  color  called  Eastman  Reversal  Color 
Print  Film,  Type  5269  (16  mm.).  This  film  provides  a  low  contrast  print  from 
these  materials,  so  consequently  a  very  low  contrast  print  is  rendered  when 
used  with  the  commercial  varieties  of  film.  It  is  up  to  the  producer  to  decide 
what  type  of  release  print  he  wishes  in  relation  to  contrast.  A  lower  contrast 
print  material  provides  a  softer  rendition  of  color  tones  of  lipstick,  rouge  and 
eye  make-up  and,  as  the  Commercial  grades  of  film  are  somewhat  on  the 
yellow  side  at  times,  over-roughing  and  lipstick  application  are  often  necessary. 

The  films  marked  with  an  asterisk  (*)  in  the  list  below  are  camera  materials 
designed  to  provide  a  low-contrast  original  from  which  color  projection  prints 
of  good  quality  can  be  made  on  reversal  color  print  material,  or  via  color 
internegative  stock. 
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COLOR  REVERSAL  FILMS 


Manufacturer  and  Film 


Gauge  Speed  Rating 

Daylight  3400°K  3200°K 

ASA       BS       ASA       BS       ASA       BS 


AGFA,  Western  Germany 


Agfacolor 

8  &  16  mm. 

20 

24° 

not  recommended 

ANSCO,  U.S.A. 

Anscochrome  Daylight 

16  mm. 

32 

26° 

not  recommended 

Anscochrome  Type  A 

16  mm. 

— 

— 

32         26°       — 

*  Anscochrome  Professional 

Type  242 

16  mm. 

ta 

120° 

—        —         10 

EASTMAN,  U.S.A. 
*Kodachrome  Commercial 
Type  5268 


16  mm.        f8       f20c 


—         10 


21 


21 


EASTMAN,  U.S.A.,  and  KODAK, 

Great  Britain 

Kodachrome  Daylight 

8  &  16  mm. 

10 

21° 

not  recommended 

Kodachrome  Type  A 

8  &  16  mm. 

l»o 

:2i° 

16        23°       — 

— 

fWith  Wratten  No.  83  filter. 
JWith  Wratten  No.  85  filter. 
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APPENDIX  B— MAKE-UP  CHARTS 


These  charts  are  based  on  material  and  information  from  various  film 
manufacturers,  the  Max  Factor  Studios  and  Mr.  Dick  Smith  of  NBC  and  the 
author's  own  experience  in  the  field.  They  represent  a  compact  reference  source 
determining  the  best  colors  and  shades  to  use  for  the  various  processes  and 
media. 

Under  certain  lighting  conditions  some  variations  in  response  may  occur, 
but  normally  the  colors  and  shades  suggested  will  prove  satisfactory. 

All  the  references  to  numbers  and  shades  are  for  products  made  by  Max 
Factor.  If  another  product  is  used,  the  manufacturer's  name  appears  on  the 
chart  with  the  item. 

It  will  be  noted  that  in  many  cases  the  recommended  shade  of  Pan-Stik  is 
darker  than  the  corresponding  shade  of  Pan-Cake.  This  is  due  to  the  fact  that 
Pan-Stik,  and  translucent  powder  generally,  provides  a  more  translucent  finish 
to  the  skin  than  does  a  similarly  numbered  Pan-Cake.  Pan-Stik  should  always 
be  blended  to  an  almost  invisible  color  transparency  with  a  damp  sponge  for 
best  results. 

Pan-Cake,  therefore,  has  better  covering  properties  and  so  should  be  used 
on  problem  skins  for  a  smoother  finish. 

The  terms  light,  medium,  or  dark  on  the  charts  refer  to  the  tone  of  skin 
obtained  by  using  the  recommended  shade  under  each  heading,  not  the  actual 
skin  tone  of  the  subject  before  make-up  is  applied.  If  an  item  is  marked  optional 
it  means  that  its  use  is  left  to  the  discretion  of  the  artist.  Multiple  choices  in  any 
one  category,  such  as  Westmore  Tru-Glo  or  Factor  C3-238  for  powder,  indi- 
cate that  any  one  listed  can  be  used. 

BLACK-AND-WHITE  TELEVISION 


Women 

Men 

Fair           Medium 

Dark 

Fair 

Medium          Dark 

Pan-Cake 

4N               5N 

6N 

6N 

7N               8N 

or 
Pan-Stik 

5N               6N 

7N 

7N 

8N               9N 

Powder 

Westmore  Tru-Glo  or  Factor  Tech. 

Spec. 

No.  1  or  C-3-238 

Dry  rouge 

Light  Technicolor 

None 

or 
Cream  rouge 

Flame 

None 

Eyeshadow 

No.  6  (optional) 

No.  22  (optional) 

Lipstick 

Westmore  Tru  Red  or 
Factor  No.  2  or  No.  3 

T-3  (optional) 

Eyebrows 

Black  or  brown 

pencil  according 

to  hair  type 

Eyelash  make-up 

Black 

Brown  (optional) 

For  beard  cover  5N  or  6N  is  best.  Men's  ears  should  be  covered  with  9N  or 
ION  Pan-Cake. 

Highlight  under  the  eyes  for  women  is  IN  and  for  men  is  4N.  Gray  hair 
can  be  retouched  with  mascara  or  Black  and  Negro  No.  2  Pan-Cake. 

The  T-3  mentioned   under  men's  lip   color  is   a   moist  rouge.   Factor 
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Technicolor  Special  No.  1  powder  has  more  covering  power  than  either  C3-238 
or  Westmore  Tru-Glo. 

PANCHROMATIC  BLACK-AND-WHITE  FILMS 
This  Table  applies  to  Dupont,  Eastman,  and  Ansco  (all  U.S.A.)  films,  as  well  as  to 
Kodak  (G.B.)  and  Gevaert  (Belgium).  A  table  for  llford  film  is  given  below. 


Fai 


Women 
Medium 


Dark 


Fair 


Men 
Medium 


Dark 


Pan-Cake 

or 
Pan-Stik 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 
*Lipstick 

Eyebrows 
Eyelash  make-up 


5N 


6N 


7N 


7N 


8N 


9N 


6N  7N  8N  8N  9N  ION 

Westmore  Tru-Glo  or  Factor  Tech.  Spec.  No.  I  or  C3-238 
Light  Technicolor  None 

Flame  None 

No.  6  No.  22  (optional) 

Westmore  True  Red  or 

Factor  Nos.  2  or  3  T-3  (optional) 

Black  or  brown  pencil  according  to  hair  type 
Black  or  brownish  black  (optional) 


*Use  one  shade  lighter  with  Gevaert  films. 

Straight  elderly  typss  in  black-and-white  mediums  should  use  the  following 
Pan-Cake  bases : 

Women — pale  4N,  medium  5N; 

Men — pale  6N,  medium  7N. 

For  a  higher  or  harder  lighting  key,  use  one  shade  darker  in  Pan-Cake  or 
Pan-Stik  than  recommended  above.  Often  for  exterior  photography  a  light  coat 
of  Light  Egyptian  Pan-Cake  is  excellent  for  most  men  when  a  natural  look  is 
desired. 


ILFORD  PANCHROMATIC  BLACK-AND-WHITE  FILMS 
(F.P.  3  and  H.P.  3) 


Fair 


Women 
Medium 


Dark 


Fair 


Men 
Medium 


Dark 


Pan-Cake 

or 
Pan-Stik 
Powder 
Dry  rouge 

or 
Cream  rouge 
Face  shading 
Eyeshadow 
Lipstick 
Eyebrows 


7N 


8N 


9N 


9N 


ION 


UN 


C3-238,  I A 

Light  Technicolor  or  Pinky 

IA,  390A  Medium 

1363 

No.  6 

I  A.  IC.  7-16  No.  2  Studio  Special 

Brown-black  pencil 


Eyelash  make-up     Black 


3A  (optional) 
Dark  Technicolor  (optional) 

None 

None 

No.  2,  22  (optional) 

None 

Optional 

Optional 
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COLOR  TELEVISION 


Women 

Men 

Fair           Medium          Dark 

Fair 

Medium          Dark 

Pan-Stik 

CTV-4W     CTV-5W     CTV-6W 

CTV-6W 

CTV-7W     CTV-8W 

Powder 

Westmore  Tru-gl 

o  or  Factor  C3-238 

Dry  rouge 

Light  Technicolor 

None 

Cream  rouge 

7-26  or  Flame 

None 

Eyeshadow 

Blue-gray  No.  6  (or  colors) 

None 

Lipstick 

Subtle  Red  or  Pink.  Westmore 

None  or  if  necessary,  a 

or 

NBC  40  or  40A  Medium 

half  and  half  mix  of  CTV 
Red  A  and  Blue  No.  17 
Pan-Stik 

Lip  pomade 

Pomade  7-22,  7-22B,  7-26 

None 

Eyebrows 

According 

to  hair  type 

Eyelash  make-up 

Brown,  black  or  brownish-black 

Optional 

KODACHROME  COMMERCIAL  COLOR  FILM  TYPE  5268  (16  mm) 


Women                                                      Men 

Fair 

Medium       Dark          Medium      Dark     Tan 

Deep  Tan 

Pan-Cake 

23M 

Tan  1       Tan-Rose    Tan  2       626DT2   Kl 

K2 

or 
Pan-Stik 

Olive 

Deep        Natural       Golden    665F         Kl  or 

K2or 

Olive       Tan              Tan                          665G 

665  1 

Powder 

West 

more  Tru-Glo  or  Factor  Technicolor  Special  No 

1 

Dry  rouge 

Raspberry 

or  Blondeen                               Dark  Technicolor 

Cream  rouge 

Clear  Red  No.  1  or  Raspberry                   None 

Eyeshadow 

Nos.  6,  8, 

16,  or  Stein's  Gold-                   Optional 

Green 
Lipstick  Clearly  Red  or  Westmore  Irish  T-3 

Rose  or  Deb 
Eyebrows  Black  or  brown  pencil  according  to  hair  type 


Eyelash  make-up     Black 


Optional 


This  chart  may  also  be  used  for  Kodachrome  Type  A,  Ektachrome  and 
Anscochrome  Professional  Type  242,  regular  and  tungsten. 

For  outdoor  shooting,  cheek  rouge  should  be  used  liberally  on  both  men 
and  women  for  all  types  of  Kodachrome. 

However,  if  color  film  is  to  be  televised  in  black-and-white,  use  a  minimum 
of  cheek  rouge. 

For  a  pink  shade  of  lipstick,  use  Jubilee  Pink  or  Go-Go-Go  Pink;  for  a  pink 
orange  shade,  use  Pink  Orange;  for  a  rose  shade,  use  Goin'  Steady  (Westmore 
shades). 
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EASTMAN  COLOR  NEGATIVE  FILM  TYPE  5248  (35  mm) 


Fair 


Women 
Medium       Dark 


Medium 


Men 
Tan         Deep  Tan 


Pan-Cake 

or 
Pan-Stik 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 
Lipstick 

or 
Lip  pomade 

Eyebrows 
Eyelash  make-up 


VC-2 


VC-3        VC-4or5   VC-7 


VC-8 


VC-9 


7-25A  7-25B       7-25C  7-25F  7-25G  7-25H 

Westmore  Tru-Glo  or  Factor  Technicolor  Special  No.  I 
Light  Technicolor  Dark  Technicolor  (sparingly) 


Flame  or  IB  Lip  Pomade 
Nos.  6,  8,  16 
Westmore 
Pink  Orange 

7-22B         7-16        648B 
or  7-22 


None 

Optional 

None 


Black 


T-3  moist  rouge  or  a  mixture  of  Pan- 
Stik  CTV-Red  and  Blue  No.  17 
Black  or  brown  pencil  according  to  hair  type 
Optional 


The  VC  series  of  Pan-Stik  and  Pan-Cake  are  the  original  series  made  for 
Eastman  Film  5248.  The  7-25  series  of  Pan-Stik  and  Pan-Cake  are  the  latest 
series  and  contain  pink  undertones.  Either  series  is  correct  to  use.  For  lips: 
7-22  and  7-22B  lip  pomades  are  lighter  appearing  then  7-16  and  648B  which 
reproduce  as  deeper  red  tones. 

Body  make-up  can  be  any  matching  shade  of  Pan-Cake  according  to  the 
chart  if  Pan-Stik  is  used  on  the  face. 

Many  film  producers  are  using  Eastman  Color  Negative  Film  Type  5248 
and  printing  the  release  positive  on  specially  developed  stock.  Warnercolor 
by  Warner  Bros.  Studios  is  one  of  these  processes.  Mr.  Gordon  Bau,  head  of 
the  Make-up  Department,  and  his  brother  George,  are  constantly  at  work  in 
the  excellent  laboratory  maintained  by  Warner  Bros.,  where  they  produce  their 
own  special  make-up  supplies.  The  base  colors  are  semi-liquid  greasepaints  with 
exceptional  covering  properties.  The  powder  used  is  similar  to  Factor  Technicolor 
Special  No.  1 .  In  addition  to  base  color  on  men,  a  stipple  (done  with  a  fine  red 


WARNERCOLOR 


Fair 


Women 
Medium 


Dark 


Medium 


Men 
Tan 


Deep  Tan 


Semi-liquid  base: 
Pink  tones 
Tan  tones 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 
Lipstick 


Eyebrows 
Eyelash  make-up 
Body  make-up 


GW4  GW5       GW6  GW6  GW7 

B-4  B-5  B-6  GM6  GM-7 

Warnercolor  Powder 
Light  Technicolor  (Factor)  None 


GW8 
GM8 


None 
No.  2  (Factor)  (optional) 
T-3  (Factor)  (optional) 


7-26 

No.  6  (Factor) 

7-26  Pale  pink 

7-27  (mix  of  7-26  and  7-28) 

7-28  Orange  red 

Black  or  brown  pencil  according  to  hair  type 
Black  or  brownish  black  Optional 

Factor  Pancake  Tan-Rose  725-B,  725-C     K-l  (very  thin) 
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rubber  sponge)  of  an  orange  red  (Hot)  or  a  brownish  orange  (Regular)  is 
applied  over  the  base  to  provide  additional  color  and  texture  for  outdoor  wind- 
burn  effects.  Character  lining  is  done  in  Factor  Maroon  Pencil. 

20th  Century  Fox  Corporation  also  has  its  own  color  make-up  for  use  with 
Eastman  Color  Negative  stock. 

TWENTIETH  CENTURY  FOX  CORPORATION  MAKE-UP 


Fair 


Women 
Medium 


Dark        Medium 


Men 
Tan 


Deep  Tan 


Special 
Greasepaint 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 

Lipstick 
Eyebrows 
Eyelash  make-up 
Body  make-up 
Pan-Cake 


TW3  TW4  TW6        TM2  TM3 

\  Plain  talc  and  \  Factor's  Technicolor  Special 
Light  Technicolor  (Factor's)  None 


TM4 


7-22  or  7-22B  (Factor's)  None 

Special  Technicolor  Shadow  or  Special  Technicolor  Shadow 

Factor's  No.  2  or  Factor's  No.  2  (optional) 

7-22  or  7-22B  Special  Men's  Color 

Black  or  brown  pencil  according  to  hair  type 

Black  or  brownish  black  Optional 


KF-3 


KF-4 


KF-5 


KF-5 


KF-6 


KF-7 


The  TW  tones  are  pinkish  while  the  TM  shades  are  tan-brown.  There  is  also 
a  TM  3  Special  which  has  a  little  more  pink  tone  in  it  than  the  rest  of  the 
TM  colors. 

7-22  has  more  red  than  7-26  but  is  in  the  same  color  line.  7-22B  has  more 
red  color  than  the  7-22  which  is  somewhat  pinker.  The  base  must  be  applied 
very  sparingly  and  blended  extremely  well.  If  the  person  has  a  bad  skin  condi- 
tion of  blemishes,  pimples,  etc.,  then  Max  Factor  Erase  in  a  medium  tone  can 
be  used  over  the  entire  face  previous  to  the  application  of  the  Special  Grease- 
paint or  the  individual  blemishes  covered  with  Erase  prior  to  the  application  of 
the  base. 

The  men's  lip  color  is  a  rather  violet-brown  color  which  looks  very  natural 
in  almost  any  color  film  process.  It  is  applied  very  sparingly,  then  wiped  down 
with  tissue  till  only  a  trace  of  color  remains. 


TECHNICOLOR 


Fair 


Women 
Medium 


Dark 


Fair 


Men 
Medium 


Dark 


Pan-Cake 

or 
Pan-Stik 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 
Lip  pomade 


626A 


626  B        626C 


626  DT2 


626  F 


626A  626B        626C  626DT2  626F 

Westmore  Tru-Glo  or  Factor  Technicolor  Special  No.  I 
Light  Technicolor  Dark  Technicolor 


626G 
626G 


Light  Technicolor 
6  or  2 
IC  or  IB 


Dark  Technicolor 


2 

None 
Moist  rouge  (lip)    None  T-3 

Eyebrows  Black  or  brown  according  to  hair  type 

Eyelash  make-up     Brown  or  black  Optional 

IB  lip  pomade  is  lighter  in  tone  than  IC. 
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For  suntan  or  extra  dark  types,  such  as  Asiatics,  East  Indians,  etc.,  use  the 
Pan-Stik  series  6-65 R.  In  the  main,  Technicolor  is  being  replaced  with  the  new 
Eastman  Negative  Film  5248,  so  that  eventually  this  chart  and  the  626  series 
will  be  obsolete  for  use  with  the  Technicolor  process.  This  is  primarily  because 
the  Technicolor  camera  had  three  films  being  exposed  at  the  same  time  as 
negatives  and  these  were  then  transferred  to  a  single  positive  print.  The  Eastman 
Negative  has  a  three-layer  emulsion  which  serves  the  same  purpose  and  allows 
its  use  in  any  regular  35  mm.  camera. 


GEVACOLOR  NEGATIVE  TYPE  652 


Women 


Men 


Pan-Cake 

or 
Pan-Stik 
Powder 
Dry  rouge 

or 
Cream  rouge 
Eyeshadow 

Lipstick 
Eyebrows 
Eyelash  make-up 


7-25C  or  VC5 


7-25H  or  VC8 


Westmore  Tru-Glo  or  Factor  Technicolor  Special  No.  I 
Light  Technicolor  Dark  Technicolor  (optional) 


None 

Brown  No.  3  (optional) 


Flame 

Nos.  6,  8,  16  or  Stein's 

Green-Gold 

IC  or  7-16  T-3 

Black  or  brown  pencil  according  to  hair  type 
Black  Optional 


Colors  lighter  or  darker  than  VC5  for  women  or  VC8  for  men  may  be  used 
for  lighter  or  darker  skin  tones. 

Women  who  are  very  ruddy  should  wear  626B  or  626C  Pan-Cake  or 
Pan-Stik  instead  of  VC5  as  these  colors  contain  less  red  pigment.  More  neutral 
skin  tones  for  men  who  are  ruddy  are  Kl  and  K2  Pan-Cake  and  Pan-Stik. 


AGFACOLOR  NEGATIVE  FILM  TYPE  3  (35  mm) 


Fair 


Women 
Medium 


Dark 


Medium 


Men 
Tan 


Deep  Tan 


Pan-Cake 

or 
Pan-Stik 
(Max  Factor) 
Powder 

Dry  rouge 

or 
Cream  rouge 

Lip  pomade 
Eyebrows 

Eyelash  make-up 
Body  make-up 
Eye-shadow 


7-25A 


7-25A      7-25B 


7-25D 


7-25D 

and 

K-2 


K-2 


or  Brandel  (German)  powder  to 
For  special  effects  only 


Factor  Technicolor  Special  No. 
match  the  above  tones 
Factor  7-22  lip  pomade 

or 
Brandel  Hell-rot  pomade 
(both  sparingly) 

Factor  7-22  or  7-22B  None 

Brown  or  black  pencils  varying  according  to  hair  type,  and  eye  and 
skin  colors 

Brown  (dark)  or  black  as  above  Optional 

Max  Factor  Pan-Cake  matching  the  Pan-Stik  used  for  the  face. 
Depends  on  complexion,  eye  and  hair  colouring,  also  to  a  lesser 
degree  on  the  costume  worn,  but  is  usually  green,  brown  or  gray- 
blue  except  for  very  special  effects 
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The  foregoing  list  is  intended  as  a  recommended  basis  for  experiment,  and 
may  be  varied  where  special  effects  are  required. 

For  normal  purposes  it  has  been  found  that  best  results  are  obtained  if  the 
make-up  is  applied  in  a  thin,  transparent  layer  so  as  to  enable  the  natural 
complexion  to  show  through.  A  heavy  application  of  make-up  will  result  in  all 
the  artistes  having  apparently  an  identical  complexion. 

The  tones  are  all  deliberately  pink,  rather  than  red  or  yellow,  and  this  is 
a  definite  requisite.  The  lip  tones  must  be  as  clear,  light  and  brilliant  a  red  as 
possible,  and  must  be  applied  very  lightly.  When  white  wigs  are  worn,  make-up 
should  be  1  to  2  tones  lighter  than  normal.  Lipstick  is  hardly  ever  used  on  men, 
except  for  ballet  numbers  or  other  very  special  effects.  A  clear  vaseline  or  bril- 
liantine  may  be  used  for  men  when  necessary. 


STRAIGHT  STAGE  MAKE-UP 

Women  Men 

Large  or  Medium   Small  or  central   Large  or  medium   Small  or  central 
stage  staging  stage  staging 


Pan-Cake 

or 
Pan-Stik 

Powder 
Moist  rouge 
Dry  rouge 

Eyeshadow 
Eyelines 
Eyebrows 
Eyelash  make-up 
Lipstick 

Lip  rouge 


2A,  25  or  5N        24,  4N  or  Tan-     7A,  or  9N  Tan  No.  2  or 

Rose  626DT2 

2A,  25  or  5N        24,  4N  or  7A,  9N,  665F        Golden  Tan  or 

Natural  Tan         or  G  626DT2 

Factor  Technicolor  Special  or  Westmore  Tru-Glo 
No.  2  No.  2  No.  3  None 

Raspberry  Blondeen  or         Raspberry  None 

Light  Technicolor 
Match  clothes  or  eyes  2  or  3  2  or  3  (optional) 

Blue  or  black       Brown  or  black   None 

Black,  brown  or  light-brown  according  to  hair  color 
Black  or  blackish-brown  Optional 

Cheery  Cherry  or  Westmore 
True  Red 

Nos.  3  or  4 


AGE  CHART  FOR  THE  STAGE:  WOMEN 


Middle  age 

Old  age — healthy 

Old  age — pale 

Pan-Cake 

4N  or  24 

25  or  5N 

4A  or  3N 

Pan-Stik 

4N  or  24 

25  or  5N 

4A  or  3N 

Greasepaint 

4£  or  4N 

4N  or  5N 

5  (yellow) 

Highlights 

21  or  white 

Shadows 

8N  or  7A 

7A 

No.  2  liners 

Character  lines 

Maroon  or  brown  pencil 

Powder 

7R  or  Westmore  Tru-Glo 

Dry  rouge 

Natural 

Natural 

None 

Moist  rouge 

No.  3 

No.  3 

None 

Eyeshadow 

Nos.  2  or  6  or  Pan-Stik  665-R 

Eyelines 

Brown  or  black 

None 

None 

Eyebrow  pencil 

Brown 

None  or  white 

None  or  white 

Eyelash  color 

Brown 

None  or  white 

None  or  white 

Lipstick 

True  Red  (Westmore)  A  little  No.  6  liner  wiped  over  natural  lip 

color 

227 


AGE  CHART  FOR  THE  STAGE:  MEN 


Middle  age 

Old  age — healthy              Old  age — pale 

Pan-Cake 

7N,  7A  or  VC-5 

7N  or  VC-5  or  6                   VC-3  or  4 

Pan-Stik 

7N,  7A  cr  VC-5 

7N  or  VC-5  or  6                   VC-3  or  4 

Greasepaint 

5* 

5i                                           6 

Highlights 

21  or  white 

Shadows 

No.  2  s 

hadow  with  No.  4  Dark  moist  rouge 

Character  lines 

Maroon  or  brown  pencil 

Powder 

Outdoor  natural 

Outdoor  natural                    17 

Dry  rouge 

or 
Moist  rouge 

Natural 

Natural                                    None 

No.  3 

No.  3                                       None 

Eyeshadow 

No.  2 

shadow  with  No.  4  Dark  moist  rouge 

Eyebrow  pencil 

Brown 

None  or  white                       None  or  white 

Eyelash  color 

None 

None  or  white                       None  or  white 

Lip  rouge 

None  or  a  little 

A  little  No.  6  liner  wiped  over  the  natural  lip 

No.  3 

color 

For  straight  stage  make-up  the  following  should  be  noted: 

Body  make-up  can  be  done  with  the  Pan-Cake  shade  which  matches  the  face 
shade. 

Mehron's  false  lashes  should  be  worn  by  women  on  large  stages  (Type  A  or 
AA).  Type  B  can  be  worn  on  smaller  stages  if  desired  or  the  lashes  simply 
mascared.  Use  black  lashes  only. 

Lip  rouge  on  men  should  be  wiped  down  so  that  only  a  trace  of  color 
remains. 

Use  both  moist  and  dry  cheek  rouge  for  women  on  large  stages. 

For  information  on  street  make-up,  the  reader  is  referred  to  a  very  compre- 
hensive and  complete  work  written  by  the  Westmore  Brothers,  The  Westmore 
Beauty  Book,  Chicago  (Korshak),  1956. 
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APPENDIX  C— FILTER  EFFECTS 


COMPARISON  OF  FILTER  EFFECTS 


Filter  Color 

Typical  Filters 

Effect  on 

Kodak 

llford 

Gevaert 

Yellow 

Red 

Green 

Blue 

Wratten 

No. 

No. 

No. 

Skylight  filter 

IA 

— 

— 

For    color 

■   film 

only  to 

cut   down 

excess  blueness 

Light  yellow 

*6(KI),  [3] 

103 

1 

SL 

SL 

SL 

SD 

Yellow 

8(K2) 

104 

2 

L 

L 

L 

D 

Yellowish  green 

II  (XI) 

401 

— 

SL 

D 

ML 

D 

Dark  yellow-green 

*I3(X2),  [59] 

402 

— 

SL 

D 

ML 

D 

Deep  yellow 

15(G) 

110 

6 

VL 

L 

L 

MD 

Orange 

*2I,[22] 

202 

R578 

VL 

VL 

SD 

VD 

Light  red 

23A 

203 

R586 

ML 

VL 

MD 

VD 

Tricolor  red 

25(A) 

204 

R599 

VL 

W 

VD 

VD 

Deep  red 

29(F) 

205 

R6I9 

VL 

W 

B 

B 

Tricolor  blue 

*47  (C5),  47B 

304 

B488 

VD 

B 

L 

W 

Tricolor  green 

58(B) 

404 

G525 

ML 

VD 

W 

VD 

♦These  Kodak  Wratten  filters  are  no  longer  produced  in  Great  Britain,  and  the  filters  in  square  brackets  are 
suggested  as  substitutes  by  Kodak  Ltd. 

Abbreviations:  SL — slightly  lighter;  L — lighter;  ML — much  lighter;  VL — very  light;  SD — slightly  darker; 
D— darker;  MD— much  darker;  VD— very  dark;  W— white;  B— black. 


Filters  used  in  professional  filming 

The  following  filters,  for  which  Eastman  Kodak  numbers  are  given,  are 
the  most  commonly  used  in  professional  filming. 

1 A  Skylight  filter :  reduces  excess  bluishness  in  outdoor  color  photographs 

in  open  shade  under  clear,  blue  sky. 

8  (K2)  Yellow:  full  correction  outdoors  on  Type  B  panchromatic  materials. 
Widely  used  for  proper  sky,  cloud  and  foliage  rendering. 

8N5         No.  8  plus  0-5  neutral  density. 

11  (XI)  Yellowish-green:  correction  for  tungsten  light  on  Type  B  panchro- 
matic materials;  also  for  daylight  correction  Type  C  panchromatic 
materials  in  making  outdoor  portraits,  darkening  skies  and  lightening 
foliage. 

1 5  (G)     Deep  yellow :  over-correction  in  landscape  photography. 

23  A         Light  red :  contrast  effects. 

25  (A)  Contrast  effects  on  both  indoor  and  outdoor  scenes.  Cuts  distance 
haze  and  is  often  used  in  conjunction  with  under-exposure  to  effect 
night  scenes  in  the  daytime  on  panchromatic  materials. 

29  (F)      Deep  red :  strong  contrast  effects. 

96  Neutral  filters  for  controlling  luminance. 
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Light  balancing  filters  for  color 

Every  color  film  should  be  used  only  with  the  light  balancing,  or  conversion, 
filters  designed  for  it.  For  example,  the  following  are  Eastman  Kodak  filters 
for  use  with  Eastman  Kodak  color  negative  materials. 

80B  Blue — photoflood  filter  for  Daylight  Type  color  films. 

80C  Blue— photoflash  filter  for  Daylight  Type  color  films. 

81 A  Yellowish— Ektachrome,  Type  B  with  flood  lamps  (3400°K). 

8 1 C  Yellowish — Kodachrome,  Type  A  with  flash  lamps. 

81EF  Yellowish — Ektachrome,  Type  B  with  flash  lamps. 

82A  Bluish— Kodachrome  Type  A  with  3200°  K  lamps. 

In  these  two  latter  series,  81,  8 IB  and  8 ID  are  also  available  for  warmer  color 
rendering,  while  82,  82B,  82C  will  provide  cooler  color  rendition. 

83  Yellowish — Kodachrome  Commercial  Film  filter. 

85  Orange — Daylight  filter  for  Type  A  and  Eastman  Color  Negative 

Type,  5248  films. 

85B  Orange — Daylight  filter  for  Type  B  color  films. 

85C  Light  orange — Daylight  filter  for  Type  F  color  films. 

85N3  1  For  daylight  exposure  of  Eastman  Color  Negative,  Type  5248,  at 

85N6  J  relatively  large  apertures. 

Color  compensating  filters  for  color 

Color  compensating  filters  are  employed  to  balance  different  emulsions  to 
suit  lighting  which  is  not  of  the  exact  color  temperature  required.  These  filters 
may  also  be  used  for  introducing  slight  intentional  corrections  in  the  over-all 
color  balance.  The  following  are  the  Eastman  Kodak  series : 


Yellow 

Cyan 

Magenta 

(absorbs  blue) 

(absorbs  red) 

(absorbs  green) 

cc05Y 

cc05C 

cc05M 

cc  10Y 

cc  IOC 

cc  10M 

cc20Y 

cc20C 

cc20M 

cc30Y 

cc  30C 

cc30M 

cc40Y 

cc40C 

cc40M 

cc50Y 

cc  50C 

cc  50M 

Green 

Red 

Blue 

(absorbs  blue 

(absorbs  blue 

(absorbs  red 

and  red) 

and  green) 

and  green) 

cc05G 

cc05R 

cc05B 

cc  10G 

cc  10R 

cc  10R 

cc20G 

cc20R 

cc20R 

cc30G 

cc30R 

cc  30R 

cc40G 

cc40R 

cc40R 

cc50G 

cc50R 

cc50R 
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APPENDIX  D— KELVIN  SCALE 


KELVIN  SCALE  FOR  PHOTOGRAPHIC  USE 


Light  Source  Color  Temp. 

Candle  flame  1850 

25  watt  vacuum  tungsten  lamp  2500 

100-500  watt  gas  filled  tungsten  filament  lamps  2850-2950 

100-500  watt  projection  lamps  3100-3200 

General  Electric  Madza  lamp  3200  K  3200 

Madza  C.P.  lamp  3380 

Photoflood  lamps  (No.  I  and  No.  2)  3400-3450 

White  fluorescent  Madza  lamp  3500  K  3500 

Wire-filled  flash  bulb  3800 

Early  or  late  daylight  4300 

Daylight  photoflood  lamp  5000 

White  flame  carbon  arc  lamp  5000 

Mean  noon  sunlight  at  Washington  D.C.  5400 

High  intensity  sun  arc  lamp  5500 

Direct  sunlight  in  midsummer  may  rise  to  5800 

Daylight  fluorescent  Madza  lamp  6500 

Light  from  a  totally  overcast  sky  may  be  as  high  as                                                         6800 

Light  from  a  smoky  or  hazy  sky  may  range  from  7500  to                                               8400 

Light  from  a  clear  blue  sky  may  range  from  12000  to                                                   27000 


Color  temperature  is  the  measure  of  the  energy  distribution  over  the  spectral 
range  (i.e.  the  color  quality)  of  a  light  source  with  a  continuous  spectrum. 

The  color  temperature,  expressed  in  degrees  Kelvin  (°K)  is  the  temperature 
on  the  absolute  scale  (°C  +  273)  to  which  a  perfect  black-body  radiator  would 
have  to  be  heated  to  emit  light  of  the  same  color  as  the  light  source  in  question. 
(A  perfect  black-body  radiator  is  one  which  does  not  reflect  any  light  falling  on 
it.) 

Color  temperature  measurements  are  applicable  to  all  solid  incandescent 
light  sources. 

The  lower  the  color  temperature  of  a  source,  the  richer  the  light  is  in  yellow 
and  red  rays;  the  higher  the  color  temperature,  the  richer  it  is  in  blue  rays. 

Color  temperature  is  of  special  importance  in  color  photography  as  color 
films  are  sensitized  to  give  a  true  color  rendering  with  light  of  a  specified  color 
temperature. 
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APPENDIX  E— MAKE-UP  KIT 


The  size  of  the  case  limits  the  amount  which  can  be  carried.  Most  artists  have 
a  large  or  location  kit,  and  a  small  or  daily  kit  for  flexibility  when  travelling. 
Some  just  have  a  general  kit  which  serves  as  both.  Many  artists  also  make  their 
own  kits  for  specific  uses. 

The  author  carries  the  following  list  of  supplies  in  his  general  kit  (for 
specific  color  mediums  the  necessary  materials  can  be  added  to  the  kit): 

Pan-Cake— IN,  4N,  7N,  8N,  9N,  White,  Black,  Negro  No.  2,  Tan  1,  626  DT2 
and  Light  Egyptian. 

Pan-Stik— IN,  4N,  6N,  7N,  9N,  UN,  Natural,  Natural  Tan,  Olive,  6-65G, 
6-65M,  6-65R,  White,  CTV-4W  and  CTV-7W. 

Pencils — Two  each  of  Black;  Light,  Medium  and  Dark  Brown;  Dark  Blue; 
Maroon  and  Auburn.  Also  an  Eagle  Draughting  Pencil. 

Sponges — Three  silk,  two  foamed  latex,  and  one  red  rubber. 

Mascara — Black,  Brown  and  Brownish-black  cake  and  Lashkote  waterproof 
Black,  liquid. 

Lipstick — Westmore  Real  Orange,  Deb,  Subtle  Pink,  Pepper  Red,  Subtle  Red, 
True  Red,  Garnet,  Pink  Orange  and  Go-Go-Go  Pink. 

Lip  Pomade— 7-22  and  7-26. 

Moist  Rouge — Flame.  Also  Men's  Moist  Rouge  Pancro  7  and  T-3. 

Dry  Rouge — Light  Technicolor  and  Raspberry. 

Eyeshadow — Factor  No.  6  and  No.  22. 

Stein's  Silver-blue,  Green-gold  and  Blue-green. 

Powder — Westmore  Tru-Glo  or  Factor  C3-238,  Factor  Technicolor  Special 
No.  1  and  plain  white  talc.  Four  clean  velour  puffs.  Silver  and  gold 
powder. 

Brushes— 3  No.  4  sable  brights,  3  No.  7  sable  flats,  2  No.  12  sable  flats,  2  No.  00 
sable  rounds,  2  No.  1  sable  rounds,  1  one-inch  camel's  hair  flat,  1  large 
sable  Chinese  type,  1  hair  dyeing,  2  eyebrow,  3  mascara  brushes  and  1 
stipple  brush. 

Miscellaneous  supplies — include  a  small  bottle  each  of  Acetone,  70  per  cent 
alcohol,  99  per  cent  alcohol,  carbon  tetrachloride,  Sealers  Nos.  1 ,  3  and  5, 
witch  hazel,  glycerine,  extender  or  retainer  and  some  clear  and  red  nail 
polish;  Duo  Adhesive,  two  sets  of  false  lashes  (Type  B  Mehron), 
Naturo  Plasto  Wax  No.  1  Firm,  Max  Factor  Adhesive,  a  package  of 
various  shades  of  wool  and  real  crepe  hair,  a  small  can  of  Stearno  and  a 
curling  iron,  eyelash  curlers,  eyebrow  tweezers,  surgical  forceps,  combs, 
a  few  hair  and  bobby  pins,  some  needles  and  thread,  soap  and  a  hand 
towel,  tissues  and  cold  cream,  barber's  scissors  and  thinning  shears,  a 
nail  file,  a  small  spatula,  a  piece  of  white  Formica  for  mixing,  toupee 
tape,  a  bottle  opener,  aspirins,  and  a  little  hope. 
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MAX  FACTOR'S  DRAMATIC  DIRECTOR'S  MAKE-UP  KIT.  An  extremely  useful  case. 

Products 

Following  is  a  listing  of  varieties  of  the  principal  products  which  the  make- 
up artist  uses. 

Face  Powder — Max  Factor 

1  White 

2  Light  Pink 

3  Pink 

4  Ruddy 

5  Healthy  Tan 

6  Natural 
7R  Rachelle 

8  Outdoor  Natural 

9  Sunburn 
10B  Flesh 

Also  Light  Technicolor  Special  No. 


1 1  Light  Cream 

12  Cream 

14  Lavender 

1 5  Medium  Brown 

16  Spanish 

17  Special  Light  Cream 

18  Indian 

19  Hindu 

20  Othello 

21  to  31  Panchromatic  Scale 
1  and  C3-238 


Foundations — Max  Factor 

Pan-Cake  Shades  and  numbers : 

Panchromatic  series  21  to  31 

N  series  1  to  1 1 

626  series  A  to  G  also  626  DT2 

7-25  series  A  to  H 

VC  series  1  to  8  also  VC-7A,  VC-8A  and  VC-9A 
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TIKE:: 


ON-SET   KIT.    Hand-made    kit   with   a   minimum   of  materials  for  touch-up  on   set. 


CTV  series  (cold)  1  to  15 

CTV-W  series  1  to  12 

K-l  and  K-2 

KF  series  4  to  7 

2A,  4A  and  7A  (stage  shades) 

Hawaiian  "Bird  of  Paradise" — Men  and  Women 

2231  B  (gray) 

Negro  1  and  2 

Eddie  Leonard  (dark  red  brown) 

21Mand23M 

25  AHY-1,  24H-7,  and  24H-5  (gray  tan  tones) 

Black 

White 

Light,  Dark  and  Extra  Dark  Egyptian 

Cream  1  and  2 

Amber  1  and  2 

Natural  1  and  2 

Tan  1  and  2 

Tan  1  and  2 

Amber  Rose,  Natural  Rose 

Tan  Rose,  Cream  Rose 

651  Extra  Light,  652,  5-35-9  and  6-46--D  (for  Cinecolor)  (very  pink  reds 

and  red  browns) 
630  D  (outdoor  western) 
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TEN    TRAY    CASE.     Manufactured     and    supplied     by     Fibre     Products     Mfg.    Co. 


630  H-l  (for  Monopack  film) 
7-35  Greenish  Gray  (Blithe  Spirit) 
Pan-Stik: 

Panchromatic  series  21  to  31 

N  series  1  to  1 1 

626  series  A  to  G  also  626  DT2 

7-25  series,  725,  and  7-25A  to  H 

VC  series,  1  to  8,  also  VC-7A,  VC-8A  and  VC-9A 

CTV  series  (cold)  1  to  15 

CTV-W  series  1  to  10 

K-l  and  K-2 

2A,  4A  and  7A  (stage  series) 

AL  (special  grayed-brown  shade) 

CTV  colors— Green,  Blue,  Yellow,  Yellow  A  and  Red 

Olive 

Deep  Olive 

Natural  and  Golden  Tan 

Light,  Fair  and  Medium 

Dark  and  Light  Egyptian 

Chinese 

Black 

White 
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665F  to  665R  (suntan  to  dark  brown  tones) 

Light,  Medium  and  Dark  (Technicolor  rouge  shades) 

Aqua  1  and  2 

17  Blue  (cobalt  blue  shade) 

7-14  Darker  Maroon 

7-28  Maroon 

7-28  Green  (olive  green) 

7-28  Beige 

7-28  Tan 

7-15  (warmer  than  CTV-8) 

6-75  A  to  D  (similar  to  CTV-cold-series) 

6-75  E  to  G  (grayer  tones) 

6-75  DX  and  6-75  EX  (warmer  tones  than  the  rest  of  this  series) 

7-9,  7-9A,  and  7-9B  (magenta-brown  tones) 

7-19  and  7-19A  (pink,  but  less  than  VC) 

7-20  and  7-21  (pink-gray  tones) 

7-24  and  7-24A  (darker  pink-gray  tones) 

7-32,  7-32  A  to  G,  and  7-32J  (violet-gray-brown  tones  for  East  Indians) 

W6-76  and  W6-76C  (warm  pink  tones) 

6-77  and  6-78  (pinker  than  CTV-W  series) 

7-83  and  6-84  (warm  tan  tones) 

6-68 A  and  6-68B  (yellow  browns  which  are  not  as  red  as  the  6-65  series) 

5-35-9  (Cinecolor  for  men) 


Greasepaint : 

1  Very  Light  Pink 

6  Sallow 

1A  Light  Juvenile 

6ATan 

1|  Light  Pink 

7  Spanish 

2  Pink 

7A  Dark  Sunburn 

2A  Juvenile 

8  Mexican 

2\  Flesh 

8A  East  Indian 

3  Flesh  Juvenile 

9  Arab  or  Hindu 

3£  Sunburn 

10  Indian 

4  Light  Cream 

11  Mulatto 

4A  Special  Cream 

12  Mikado 

A\  Cream 

14  Lavender 

5  Yellow 

15  White 

5A  Olive 

16  Light  Negro 

5\  Orange 

17  Dark  Negro 

21  to  31  and  IN  to  UN  are 

Panchromatic  shades 

Lipstick —  Westmore  Shades 

Pinks  from  pale  to  deep : 

Go-Go-Go  Pink 

Subtle  Pink 

Jubilee  Pink 

Irish  Rose 

Lovely  Pink 

Jarol 

Reds  from  orange  red  to  bright  red: 

Real  Orange  Reddest  Red 

Deb  True  Red 

Pepper  Red  Glorious  Red 
Also  there  are  Fuchia,  Garnet,  Dark  Raspberry,  Pink  Orange  and  Goin'  Steady 

Lipstick — Max  Factor  Shades 

Golden  Flame  Clear  Red  1 

Coral  Spray  Clear  Red  2 
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Wild  Orchid 
Clearly  Red 
Brighter  Red 
Cheery  Cherry 
Riding  Hood  Red 
Party  Pink 
Red  Red  Rose 


Clear  Red  3 
Rose  Red  1 
Rose  Red  2 
Rose  Red  3 
Blue  Red  1 
Blue  Red  2 
Blue  Red  3 


Lip  Pomades — Max  Factor 

7-26,  7-27,  7-28  are  used  for  Warnercolor. 
1-A,  1-B,  and  1-C  are  called  color  process  shades. 
There  are  also  7-16,  7-22,  7-22B,  75,  6-48B,  6-76,  and  the  CTV  series 
(see  Charts  in  Appendix  B) 

Cheek  Rouge — Max  Factor 

Moist: 

1  Light 

2  Special 

3  Medium 

4  Dark 
Studio  Special 


Light  Cinecolor 

Dark  Cinecolor 

Light  Technicolor 

Dark  Technicolor 

Panchromatic  scale  5,  6,  7,  8  and  9 


Dry: 


Raspberry 

Blondeen 

Natural 

18  Theatrical 


Light  Technicolor 
Dark  Technicolor 
Light  Cinecolor 
Dark  Cinecolor 
Day 


Creme : 


Flame 


6-49  A 


Eyeshadows  or  Soft  Liners — Max  Factor 


1  Black 

2  Dark  Brown 

3  Light  Brown 

4  Dark  Blue 

5  Light  Blue 

6  Blue-Gray 


8  Lavender-Purple 
12  White 

15  Gray 

1 6  Medium  Blue 

17  Special  Blue 

21-22  Panchromatic  scale 


Warnercolor  Liquid  Make-up 

GW  series  1  to  20  pink  tones 

GM  series  1  to  20  tan  tones 

B  series  1  to  20  pink-tan  tone  (between  the  GW  and  GM  series) 
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APPENDIX  F— SOURCES  OF  MAKE-UP  SUPPLIES 


A  dhesives — Special 

Vernon-Benshoff  Company,  929  Ridge  Avenue,  Pittsburg,  Pa. 

Slomon's  Laboratories,  Long  Island  City,  N.Y. 

Clay  Adams  Company,  141  East  25th  St.,  New  York,  N.Y. 

Artificial  Blood 

Los  Angeles  Paste  Co.,  Los  Angeles,  Cal. 

Chemicals — General 

Eimer  and  Amend,  Inc.,  633  Geenwich  St.,  New  York,  N.Y. 
New  York  Lab  Supply,  76  Varick  St„  New  York,  N.Y. 

Contact  Lenses 

E.  B.  Meyrowitz,  520  Fifth  Avenue,  New  York,  N.Y. 

Cosmetic  Colors 

Ansbacher-Siegle,  92  Chestnut  Avenue,  Staten  Island,  N.Y. 
Kohnstamm  Company,  87  Park  Place,  New  York,  N.Y. 
Whittaker,  Clark  and  Daniels,  260  Broadway,  New  York,  N.Y. 

Dental  Supplies 

Plastodent,  Inc.,  1310  Jerome  Avenue,  New  York,  N.Y. 
Marvel  Dental  Mfg.  Co.,  250  West  54th  St.,  New  York,  N.Y. 
Midtown  Dental,  2121  Broadway,  New  York,  N.Y. 
S.S.  White  Dental  Mfg.  Co.,  220  West  42nd  St.,  New  York,  N.Y. 
Dental  Perfection  Co.,  543  West  Arden  Ave.,  Glendale  3,  Cal. 

False  Lashes 

Mehron,  Inc.,  150  West  46th  St.,  New  York,  N.Y. 

Mercury  Supply  Co.,  337  South  Western  Ave.,  Los  Angeles,  Cal. 

Fluorescent  Make-up 

Stroblite  Corp.,  35  West  52nd  St.,  New  York,  N.Y. 
Fairmount  Chemical  Co.,  600  Ferry  St.,  Newark,  N.J. 
Leichner  Make-up  at  Gray's  Drug  Store,  53rd  St.,  and  Broadway,  New 
York,  N.Y. 

Head  Forms 

Feldman  Machine  Works,  1032  Sixth  Ave.,  New  York,  N.Y. 
Zauder  Bros.,  75  West  45th  St.,  New  York,  N.Y. 

Latex  Supplies 

Hollywood  Latex  Products,  3271  Laurel  Canyon  Blvd.,  Studio  City, 

Cal.  (George  Bau) 
C  &  S  Coatings  Co.,  10867  Venice  Blvd.,  Los  Angeles,  Cal. 
Naugatuck  Chemical  Co.,  Naugatuck,  Conn. 
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Heveatex  Corp.,  78  Goodyear  Ave.,  Melrose,  Mass. 
General  Latex  Corp.,  666  Main  St.,  Cambridge,  Mass. 

Make-up  Cases 

Fibre  Products  Mfg.,  Co.,  31  West  13th  St.,  New  York,  N.Y. 
Max  Factor  Co.,  1666  North  Highland  Ave.,  Hollywood,  Cal. 

Mascara 

Charles  Meyer's  Exora  Preparations,  11   East  12th  St.,  New  York, 

N.Y. 

Molding  Compounds 

Perma-Flex  Mold  Co.,  1919  East  Livingston  Ave.,  Columbus,  O. 
New  Plastic  Corp.,  1017  North  Sycamore  Ave.,  Los  Angeles,  Cal. 

Mortician's  Wax 

Naturo  Wax  Co.,  1851  South  Arlington  Ave.,  Los  Angeles,  Cal. 

Plaster 

United  States  Gypsum  Co.,  300  West  Adams  St.,  Chicago,  111. 
Sculpture  House,  304  West  42nd  St.,  New  York,  N.Y. 
Knickerbocker  Plaster  Co.,  522  West  38th  St.,  New  York,  N.Y. 

Plastic  Bottles  and  Cases 

Chase  Mfg.  Co.,  47  East  19th  St.,  New  York,  N.Y. 
Cosmetic  Products  Co.,  79  7th  Avenue,  New  York,  N.Y. 

Plastics 

Rohm  and  Haas  Resinous  Products  Div.,  Philadelphia  5,  Pa. 
Schwartz  Chemical  Co.,  326  West  70th  St.,  New  York,  N.Y. 
Union  Carbide  and  Carbon  Co.,  30  East  42nd  St.,  New  York,  N.Y. 
B.F.  Goodrich  Chemical  Co.,  Rose  Bldg.,  Cleveland,  O. 
Monsanto  Chemical  Co.,  445  Park  Ave.,  New  York,  N.Y. 

Separating  Mediums 

L.  D.  Caulk  Co.,  Milford,  Del. 
Dow  Corning  Corp.,  Midland,  Mich. 
(Also  see  Dental  Supplies) 

Spun  Glass  Fibre 

Barton  Plastics,  585  6th  Ave.,  New  York,  N.Y. 
Thalco,  765  South  Harvard  St.,  Los  Angeles,  Cal. 

Tools  for  Sculpture 

Laikauf,  335  Concord  Ave.,  Bronx  54,  New  York,  N.Y. 
Sculpture  House,  304  West  42nd  St.,  New  York,  N.Y. 

Wigmakers 

Max  Factor,  1666  North  Highland  Ave.,  Hollywood,  Cal. 

Ira  Senz,  138  West  46th  St.,  New  York,  N.Y. 

Lerch,  67  West  46th  St.,  New  York,  N.Y. 

Oscar  Bernner,  152  West  44th  St.,  New  York,  N.Y. 

Zauder  Bros.,  75  West  45th  St.,  New  York,  N.Y. 

Miscellaneous  Supplies 

Gray's  Drug  Store,  Broadway  at  53rd  St.,  New  York,  N.Y. 
All  brands  of  make-up  with  a  complete  line  of  Max  Factor,  Stein, 
Leichner,  Peter  Vest  and  Famous  Players  brands.1 
Don-Lee,  43  West  56th  St.,  New  York,  N.Y. 
Mercury  Beauty  Supply  Co.,  337  South  Western  Ave.,  Los  Angeles,  Cal. 
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Edward  Senz,  61  East  57th  St.,  New  York,  N.Y. 

Maintains  one  of  the  finest  hairdressing  salons  besides  having  many 
special  varieties  of  street  and  theatrical  make-up  products. 
Stein's,  430  Broom  St.,  New  York,  N.Y. 
Steven  Clensos  Studios,  2558  Glen  Green,  Hollywood,  28,  Cal.  (Clens) 

Many  special  make-up  supplies  are  also  being  developed  by  the  Research 
Council  of  Make-up  Artists.  Inquiries  about  these  materials  may  be  addressed 
to  the  author  in  care  of  the  publishers. 
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APPENDIX  G— BRITISH  MAKE-UP  MATERIALS 


It  will  be  found  that  the  greater  part  of  the  products  mentioned  in  this  book 
are  available  in  the  United  Kingdom  as  well  as  the  United  States.  Of  the  remain- 
ing products,  there  are  in  most  cases  corresponding  materials  obtainable  in  the 
United  Kingdom  which  fulfil  the  same  purpose. 

Materials  are  dealt  with  in  this  appendix  according  to  the  order  in  which 
they  are  covered  in  the  book.  Addresses  of  manufacturers  are  given  against  the 
first  mention  of  their  name  and  also,  for  convenience,  in  an  alphabetical  list  at 
the  end  of  the  appendix. 

Straight  and  corrective  make-up 

For  simplicity,  the  materials  used  in  this  field  are  dealt  with  according  to 
manufacturer. 

Max  Factor 

All  series  of  colors  mentioned  are  available  from  Max  Factor,  Hollywood 
and  London  (Sales)  Ltd.,  16  Old  Bond  Street,  London,  W.l. 

A  few  isolated  items  are  at  present  unobtainable  in  the  United  Kingdom,  but 
they  will  become  available  as  soon  as  they  are  in  sufficient  demand.  Examples 
of  items  unobtainable  at  present :  Retainer,  Max  Factor  Adhesive,  Light  and 
Dark  Cinecolor  dry  rouge,  626  DT2  Pan-Stik  and  Pan-Cake,  Body  Tint 
6-80,  Hawaiian  Bird  of  Paradise  Pan-Cake,  7-26  Lip  Pomade,  Maroon  Pencil. 

Likewise  there  are  various  colors  of  Pan-Stik  and/or  lipstick  probably  not 
to  be  had  outside  the  United  Kingdom,  simply  because  they  have  been  specially 
produced  for  the  requirements  of  a  particular  make-up  artist  for  a  particular  job. 
Such  products  are  given  a  new  name  or  number  to  identify  them,  but  do  not 
necessarily  go  into  the  general  list. 

The  CTV-W  1  to  12  series  of  Pan-Stik  are  available,  also  Pan-Cake  CTV-W  1 
to  12  for  color  television. 

Unperfumed  make-up  for  those  who  are  allergic  to  the  perfume  normally 
used  in  make-up  materials  is  stated  to  have  the  symbol  "U"  or  "UU"  following 
any  Max  Factor  number.  In  the  United  Kingdom  Factor  uses  the  symbol 
"N.P."  (non-perfumed)  for  make-up  and  "N.P.I."  (non-perfumed,  non- 
indelible)  for  lipsticks. 

Leichner 

L.  Leichner  (London)  Ltd.,  30-32  Acre  Lane,  London,  S.W.2,  produce 
make-up  for  stage,  film,  still  photography  and  television.  Besides  all  the  make- 
up normally  associated  with  the  theatre,  Leichner  produce  a  range  called 
Kamera  Klear  make-up  for  films  in  a  range  1  to  10,  very  pale  flesh  color 
to  dark  male  foundation;  also  Indian  and  Sunburn  shades.  Other  ranges  are 
Colourfilm  Nos.  1  to  6,  a  chrome  base  for  stills  and  a  third  range  Nos.  1  to  4 
for  television. 

In  addition  there  are  available  mascara,  a  liquid  cream  mascara  which  is 
waterproof  and  easily  removed,  removing  creams,  tooth  enamels,  powders, 
lipsticks,  rouges,  pencils,  brushes,  etc. 

The  Leichner  Make-up  Studio,  44a  Cranbourn  Street,  London,  W.C.2 
(near  Leicester  Square)  offers  expert  advice  on  problems  of  make-up  and  skin 
care  free  of  charge. 
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House  of  Westmore 

Westmore  products  are  not,  at  present  available  in  the  United  Kingdom. 

Warner  Brothers  Studios 

The  semi-liquid  types  of  base  made  by  Warner  Brothers  Studios  labora- 
tories are  not  obtainable  in  the  United  Kingdom. 

Don  Lee 

Don  Lee  Scalp  Masque  is  not  obtainable  in  the  United  Kingdom.  Black 
liquid  body  make-up,  black  Pan-Cake,  Masque,  and  eyelash x make-up  can 
all  be  used  for  touching  up  bald  spots. 


Stage  Make-up 

The  reference  numbers  given  on  page  88  for  the  color  filters  or  gelatins  used 
in  the  theatre  do  not  correspond  with  the  numbers  in  general  use  in  the  United 
Kingdom. 

Theatrical  Gelatins 

The  Strand  Electric  &  Engineering  Co.  Ltd.,  29  King  Street,  London, 
W.C.2,  quote  the  following  numbers  and  colors : 


1. 

Yellow 

17. 

Steel  Blue 

36. 

Pale  Lavender 

2. 

Light  Amber 

18. 

Light  Blue 

38. 

Pale  Green 

3. 

Straw 

19. 

Dark  Blue 

39. 

Primary  Green 

4. 

Medium  Amber 

20. 

Deep  Blue  (Primary) 

40. 

Pale  Blue 

5. 

Orange 

21. 

Pea  Green 

41. 

Bright  Blue 

5a. 

Deep  Orange 

22. 

Moss  Green 

42. 

Pale  Violet 

6. 

Red  (Primary) 

23. 

Light  Green 

43. 

Pale  Navy  Blue 

7. 

Light  Rose 

24. 

Dark  Green 

48. 

Bright  Rose 

8. 

Deep  Salmon 

25. 

Purple 

49. 

Canary 

9. 

Light  Salmon 

26. 

Mauve 

50. 

Pale  Yellow 

10. 

Middle  Rose 

29. 

Heavy  Frost 

51. 

Gold  Tint 

11. 

Dark  Pink 

30. 

Clear 

52. 

Pale  Gold 

12. 

Deep  Rose 

31. 

Light  Frost 

53. 

Pale  Salmon 

13. 

Magenta 

32. 

Medium  Blue 

54. 

Pale  Rose 

14. 

Ruby 

33. 

Deep  Amber 

55. 

Chocolate  Tint 

15. 

Peacock  Blue 

34. 

Golden  Amber 

56. 

Pale  Chocolate 

16. 

Blue-green 

35. 

Deep  Golden  Amber 

60. 

Pale  Gray 

Color  Television 

Color  television  in  the  United  Kingdom  is  still  in  a  state  of  technical  experi- 
ment, so  that  no  definite  directions  for  make-up  in  this  medium  can  be  given. 
The  remarks  on  make-up  for  the  American  system  must  be  regarded  with  a 
certain  reserve,  since  the  British  system  has  progressed  in  a  different  direction 
and  it  is  not  even  certain,  when  color  television  is  used  on  the  public  networks, 
that  a  compatible  color  system  will  be  employed. 

Even  if  definite  suggestions  for  make-up  based  on  current  experiments  were 
given,  it  is  very  probable  that  they  would  only  turn  out  in  the  end  to  have  been 
misleading.  The  main  consideration  at  present  in  experiments  with  color 
television  must  be  to  get  technical  perfection;  only  when  this  is  achieved,  or  as 
nearly  achieved  as  possible,  and  color  television  becomes  a  practical  proposi- 
tion, can  the  question  of  make-up  become  of  real  importance.  And  in  step  with 
the  processes  of  achieving  technical  perfection,  make-up  may  have  to  be  adapted 
many  times. 
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It  can,  however,  be  said  that  the  Max  Factor  CTV  (cold)  and  CTV-W  series 
are  being  used  experimentally  at  the  present  time. 


Special  effect  materials 

Unless  special  instructions  for  their  use  is  given  in  the  appendix,  it  can  be 
taken  that  the  method  of  use  for  any  British  equivalent  materials  is  the  same  as 
that  given  in  the  main  text  for  corresponding  materials. 


Rigid  impression  materials 

Dental  Plaster 

This  can  be  obtained  from: 

Boots  Pure  Drug  Co.,  Ltd.,  Station  Road,  Nottingham  (or  any  branch). 
Amalgamated  Dental  Co.,  Ltd.,  26  Broadwick  Street,  London,  W.l. 
Dental  Manufacturing  Co.,  Ltd.,  Brock  House,  Great  Portland  Street, 
London,  W.l. 

Casting  Plaster 

This  can  be  obtained  from: 

Gotham  Co.,  Ltd.,  Bentinck  Buildings,  Wheeler  Gate,  Nottingham. 

Stathams,  Uttoxeter,  Staffs. 

Cafferata  &  Co.,  Ltd.,  Newark-on-Trent,  Notts. 

The  first  two  companies  produce  many  grades  covering  those  mentioned 
on  page  147. 

The  Crystacal  range  of  plaster  manufactured  by  Cafferata  is  among  the 
hardest  types  of  gypsum  plaster  available  and  Crystacal  G  is  the  hardest  of  this 
specialized  range.  It  produces  a  surface  of  exceptional  strength  and  hardness. 
Setting  time  when  using  27  parts  of  water  to  100  parts  of  plaster  by  weight  is 
approximately  15-20  minutes.  This  range  is  the  equivalent  of  the  hydrocals 
mentioned  on  page  147. 

Dental  Stone 

Calestone  is  obtainable  from  the  Amalgamated  Dental  Co.  The  Dental 
Manufacturing  Co.  supply  Q.S.  Stonehard  Dental  Stone  and  Kaffa  D  Dental 
Stone. 


Flexible  impression  materials 

Moulage 

Negocoll  can  now  be  purchased  without  an  import  licence.  Agents  for  this 
material  are  Pytram  Ltd.,  Pytram  Works,  Dunbar  Road,  New  Maldon,  Surrey. 

Hominit  and  Celerit  positive  composition,  for  use  with  Negocoll,  together 
with  Hominit  Liquid  and  Improving  Pastes — all  of  which  were  until  recently  not 
obtainable  in  this  country— can  also  be  bought  from  this  firm.  Although  not  a 
necessity  from  the  make-up  artist's  point  of  view,  since  plaster  or  dental  stone 
would  be  used  for  a  positive  taken  from  the  Negocoll  negative,  instructions  for 
their  use  is  given  here  since  they  would  be  of  interest  to  anyone  wanting  to  make 
a  permanent  record  of  a  particular  mold. 

Hominit  and  Celerit 

One  or  more  prisms  of  Hominit  or  Celerit  are  carefully  heated  in  an  enamel, 
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polished  steel,  iron  or  nickel  crucible  over  a  small  flame  until  they  become 
liquefied.  The  light-coloured  Hominit  (several  shades  are  available)  must  be 
heated  very  slowly  so  as  to  avoid  spoiling  the  color  by  burnt  particles. 

As  soon  as  the  positive  material  is  liquid  it  can  be  applied.  If,  in  spite  of  care 
in  melting,  there  is  froth  on  top  of  the  liquid,  hold  the  flame  of  the  bunsen 
burner  in  the  froth  for  a  second.  The  bubbles  will  burst.  If  no  bunsen  burner  is 
handy  a  few  drops  of  refined  oil  of  turpentine  can  be  added  to  the  composition. 
Too  much  will  make  the  liquid  sticky. 

Application  of  the  Hominit  or  Celerit  is  carried  out  by  brushing  the  positive 
material  into  the  open  mold  with  Apotela-Brushes  (supplied  with  the  material) 
stroke  by  stroke  in  such  a  way  that  each  stroke  fits  into  the  other  like  a  tile. 
Continue  until  the  whole  surface  of  the  Negocoll  impression  is  covered  with  a 
thin  layer. 

Strengthen  the  molding  by  laying  cross-wise  on  the  first  layer,  strips  of  such 
material  as  gauze  bandage  or  cheese-cloth,  brushing  it  into  the  first  layer  with 
more  of  the  Hominit  material.  Repeat  this  operation  two  or  three  times.  Pieces 
of  wire,  fine  wire  mesh,  etc.,  can  be  used  for  reinforcing  layer  moldings.  In  re- 
inforcing hollow  casts  or  small  casts  which  are  accessible  only  with  difficulty,  use 
cotton  wool  or  other  fibrous  material  which  has  been  dipped  into  the  melted 
mixture,  and  place  it  where  needed  with  the  aid  of  pincers. 

If  the  finished  molding  is  to  be  mounted,  connect  the  necessary  wire  screws 
or  loops  by  gauze  bandages,  during  the  reinforcing  of  the  Hominit  or  Celerit. 

To  apply  these  positive  materials  to  circular  or  closed  molds,  pour  the 
liquid  Hominit  into  the  circular  mold  and  whisk  it  round  and  round.  Pour  the 
superfluous  Hominit  back  into  the  crucible,  heat  it  again  and  repeat  this 
operation  several  times.  Before  each  pouring  let  the  previous  one  cool  a  little, 
but  it  must  remain  soft.  Care  must  be  taken  that  the  liquefied  Hominit  or 
Celerit  is  not  too  hot  or  it  will  spoil  the  detail  of  the  Negocoll  negative.  Remem- 
ber that  Negocoll  melts  at  100c  C.  (212°  F.),  Hominit  and  Celerit  at  120-160°  C. 
(250-320°  F.). 

If,  for  any  reason  Hominit  or  Celerit  should  remain  soft  or  supple  for  any 
length  of  time,  small  quantities  of  Liquid  Hominit  (special  medium)  should  be 
added.  If  the  pulp  froths,  pour  a  few  drops  of  rectified  turpentine  into  the  mix- 
ture. On  no  account  destroy  the  bubbles  with  the  bunsen  burner  this  time.  Liquid 
Hominit  (special  medium)  is  inflammable;  liquefied  Hominit  is  not. 

When  the  positive  has  entirely  cooled  and  hardened — a  matter  of  minutes — 
take  it  carefully  from  the  Negocoll  negative. 

For  correcting  mistakes  or  blemishes  on  the  surface  of  the  positive,  use 
Positive  Correcting  Paste  or  a  little  Hominit  with  a  modelling  tool  previously 
heated. 

The  correct  shade  for  the  finished  article  can  be  obtained  by  choosing  the 
right  shade  to  begin  with  or  by  mixing  Concentrated  Hominit  Colours  with  the 
melted  Hominit.  Finer  shades,  or  completely  different  shades,  must  be  painted 
on  to  the  positive  with  wash  or  oil  colors. 

Alginate 

Verex  manufactured  by  Messrs.  Davis  Schottlander  &  Davis  Ltd.,  155  Great 
Portland  Street,  London,  W.l,  would  appear  to  be  similar  to  D-P.  Elastic 
Impression  Cream.  Quantities  to  be  used,  time  taken  for  spatulation  and  gela- 
tion are  about  the  same.  Application  of  Verex  to  the  face  is  aided  in  the  same 
manner  by  using  colder  water  and  chilling  the  bowl  before  use,  and  using  rather 
more  water  than  would  be  used  for  dental  purposes. 

Two  other  alginate  impression  creams  that  can  be  used  in  the  same  way  are 
Zelex  (Amalgamated  Dental  Company)  and  Tissuetex  (Dental  Manufacturing 
Company).  The  same  precaution  should  be  taken  of  making  the  positive  as 
quickly  as  possible  before  the  negative  starts  to  shrink. 
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Duplicating  materials 

Latices 

Latices  to  correspond  to  l-P-2  and  l-P-3  as  supplied  by  the  General  Latex 
Corporation  can  be  obtained  from  the  following : 

Revertex  Ltd.,  51  Strand,  London,  W.C.2. 

Rubber  Latex  Ltd.,  Mosley  Road,  Trafford  Park,  Manchester,  17. 

Dunlop  Rubber   Co.    Ltd.,  St.  James's  House,   St.  James's  Street, 

London,  S.W.I. 
Witco  Chemical  Co.,  Ltd.,  Bush  House,  Aldwych,  London,  W.C.2. 

Duplicate  molds  can  be  made  from  these  in  themanner  described  on  page  151. 

Rubber  Technical  Developments,  Limited,  78  Bridge  Road  East,  Welwyn 
Garden  City,  Herts.,  publish  a  paper  Broadsheet  No.  5,  Rubber-Latex  Moulds 
for  Casting — three  methods  of  making  flexible  moulds  for  casting  in  plastic,  etc. 
The  methods  described  are : 

1 .  Pure  gum  molds. 

2.  Rigid  outer  cast  molds. 

3.  Supported  molds,  made  from  either  prevulcanized  latex  or  latex 

concentrate. 

Where  latex  concentrate  is  used  a  vulcanizing  dispersion  recommended  is: 


VULCANIZING   DISPERSION 


Sulphur 
Zinc  oxide 
Accelerator  ZDC 
Dispersing  agent 
Distilled  water 


1*0  part  by  weight 
1-0  part  by  weight 
1-0  part  by  weight 
0-3  part  by  weight 
2-7  parts  by  weight 


Vulcanizing  dispersions  are  marketed  ready  for  use  by  the  latex  suppliers 
with  instructions  regarding  drying  and  subjecting  to  heat. 

Vinamold — Koroseal  Equivalent 

Vinatex  Ltd.,  of  Devonshire  Road,  Carshalton,  Surrey,  manufacture  the 
equivalent  to  the  Perma-Flex  Mold  Company's  Koroseal  Flexible  Molding 
Compound.  The  Vinatex  product  is  known  as  Vinamold  and  is  based  on  vinyl 
resins.  Like  the  American  material  it  is  unaffected  by  climatic  conditions,  nor 
does  it  dry  out;  the  molds  can  be  kept  for  years  in  perfect  condition.  Vinamold 
is  proof  against  water  and  most  chemicals,  and  it  can  be  remelted  and  used  many 
times.  Several  compounds  with  different  melting  points  and  flexibilities  are 
available.  All  Vinamold  grades  melt  down  to  easily  pourable  liquids  and  as  two 
grades  of  one  group  can  be  mixed,  compounds  with  intermediate  flexibilities 
can  be  made  up. 

The  two  ranges  most  likely  to  be  useful  to  make-up  artists  are  the  Low 
Melting  Range  and  the  Standard  Range.  There  are  other  compounds  developed 
for  prolonged  heating  cycles,  such  as  in  the  case  of  certain  resins  which  require 
long  curing  periods  at  high  temperature.  In  the  Low  Melting  Range  there  are 
two  useful  grades  which  melt  at  130°-140°  C.  (266-284°  F.)  and  are  poured  at 
120°  C.  (248°  F.):  HMC.1028  (Red)  medium  hard  and  HMC  2036  (Yellow) 
very  hard. 

A  feature  of  the  Low  Melting  Range  is  that  plasticene  can  be  used  as  the 
master  without  any  preparation  provided  the  compound  is  poured  at  a  tempera- 
ture of  120-125°  C.  Plasticene  can  also  be  used  as  a  surround  for  the  mold  when 
plaster  cases  are  not  required. 

In  the  Standard  Range  there  are  four  compounds  with  flexibilities  from  very 
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hard  to  soft.  They  are  HMC  18,  HMC  21,  HMC  774  and  HMC  54.  Intermediate 
flexibility  can  be  obtained  by  mixing  any  two  of  these  compounds.  The  Standard 
Grades  melt  at  150°  C.  (302°  F.)  and  greater  care  in  the  preparation  of  the 
models  is  necessary  to  obtain  bubble-free  molds. 

When  the  master  is  made  of  porous  material  such  as  plaster,  precautions 
should  be  taken  to  prevent  trapped  air  escaping  and  spoiling  the  mold.  If  it  is 
a  large  plaster  model  it  can  be  used  water-wet.  The  water  will  fill  the  pores  and 
the  Vinamold  will  not  raise  the  water  temperature  too  high.  Smaller  porous 
models  may  absorb  so  much  heat  from  the  Vinamold  that  steam  bubbles  may 
form  and  spoil  the  mold.  Surface  coats  of  shellac  or  cellulose  are  not  satisfactory 
because  they  deduct  from  fine  detail  on  the  model  and  also  because  the  hot 
compound  makes  them  tacky  or  lifts  them. 

Vinatex  Ltd.  market  Vinalax  5906  which  is  a  curing  lacquer  made  from 
resin  dissolved  in  a  solvent  and  mixed  with  a  hardener  before  use.  Very  porous 
models  which  have  been  treated  with  Vinalax  5906  may  still  contain  unfilled 
pores  which  could  give  trouble  and  so  a  final  treatment  with  Vinamold  Sealing 
Oil  is  recommended  by  Vinatex  Ltd. 

Perma-Flex  Cold  Molding  Compound  is  not  available  in  Britain. 

Fluid  Rubber 

Ebonite  &  Lorival  Ltd.,  Little  Lever,  near  Bolton,  produce  a  liquid  rubber 
for  the  making  of  molds  suitable  for  casting  plaster,  dental  stones  and  other 
cold-setting  materials.  Fluid  rubber  can  also  be  applied  to  the  making  of  flexible 
master  molds. 

Macadam  &  Co.,  5  Lloyds  Avenue,  London,  E.C.3,  produce  Flucasol 
which,  with  a  paste  called  Activator,  is  very  widely  used  for  making  flexible 
permanent  molds.  This  same  company  is  the  agent  for  many  Dunlop  latex 
compounds. 

Fluid  rubber,  such  as  Flucasol  and  the  products  of  Ebonite  &  Lorival,  Ltd., 
is  not  of  the  same  nature  as  the  latices  mentioned  as  corresponding  to  the  Latices 
I-P-2  and  I-P-3,  but  is  more  akin  in  its  uses  to  Vinamold.  That  is,  it  would  be 
employed  for  making  molds  and  duplicating  molds  of  much  larger  objects.  It 
forms  a  very  strong,  flexible  mold. 

If  a  plaster  case  is  to  be  used,  all  points  of  contact  must  be  smooth  so  that 
when  put  together  they  make  a  tight  joint.  To  prevent  any  leakage  caulk  the 
joints  with  plasticene  on  the  outside. 

There  should  be  ample  vents  to  allow  air  to  escape  and  there  must  be  one 
vent  above  the  highest  part  of  the  object  to  be  molded.  Coat  the  master  figure 
with  shellac  in  methylated  spirit  which  must  completely  dry  before  coming  into 
contact  with  Flucasol. 

The  Flucasol  is  supplied  with  a  paste  called  Activator.  One  part  of  the  latter 
has  to  be  mixed  with  40  parts  of  Flucasol. 

Stir  well  but  not  violently  to  avoid  introducing  bubbles. 

After  mixing,  leave  to  stand  for  a  while  to  allow  any  air  to  escape — not  too 
long  (not  more  than  one  hour)  as  the  mix  will  tend  to  set. 

Pour  the  mixture  slowly  through  a  funnel  with  the  stem  resting  against  a 
hole  in  the  plaster  case.  Let  the  rubber  trickle  down  slowly  and  air  escape.  Tilt 
the  case  in  various  directions  during  pouring  to  dislodge  air  which  may  have 
become  locked  in  undercuts,  etc.  When  the  case  is  full  let  it  stand  for  5  to  8 
hours  to  allow  the  mix  to  settle  properly  and  all  air  to  escape. 

To  vulcanize,  place  the  case  in  an  oven  at  a  temperature  of  130°  F.  to  140°  F. 
for  at  least  24  hours.  Do  not  exceed  this  temperature  at  first.  If  the  oven  tem- 
perature is  lower  a  long  period  of  heating  is  necessary,  or  the  time  can  be 
reduced  by  raising  the  temperature  towards  the  end;  thus  after  15  hours  at 
130-140°  F.  complete  for  4  hours  at  160°  F. 

To  ensure  complete  vulcanization  inside  the  rubber  mold,  loosen  the  joints 

246 


of  the  case  and  return  it  to  the  oven  so  that  heat  freely  circulates  in  direct  con- 
tact with  the  rubber.  Eight  hours  at  130°  F.  is  recommended,  but  experience 
may  show  that  this  additional  heating  is  not  necessary. 

The  rubber  mold  can  be  removed  when  the  case  is  cool.  The  texture  of  the 
rubber  will  improve  if  it  is  allowed  a  further  few  hours  before  being  put  to  use. 

Before  taking  castings,  thoroughly  wet  the  mold  in  cold  water  but  remove  any 
water  each  time  before  pouring  in  the  plaster. 

Croform  Duplicating  Material 

Another  material  useful  for  making  duplicate  master  molds  of  noses,  etc., 
is  Croform  Duplicating  Material.  This  is  obtainable  from  Croform  Techniques, 
Ltd.,  155  Great  Portland  Street,  London,  W.l.  It  is  a  jelly-like  substance  that 
can  be  melted  in  a  water  bath  (double-cooker).  The  water  is  brought  to  the  boil 
before  the  duplicating  material  is  placed  in  the  inner  container.  The  Croform 
becomes  liquid  at  90°  C.  (195°  F.).  Allow  the  material  to  cool  at  55°  C.  (130° 
F.).  If  the  master  model  is  made  of  plaster  soak  it  in  warm  water  until  saturated. 

Fix  the  master  model  to  the  bottom  of  the  Croform  Duplicating  Flask  with 
plasticene  or  wax,  then  close  and  seal  the  flask.  Fill  the  flask,  pouring  away  from 
the  model  to  avoid  trapping  air.  Allow  to  cool  for  an  hour  by  which  time  the 
material  will  have  reached  its  maximum  strength  and  elasticity.  Remove  the 
bottom  plate  and  ease  the  model  out.  Pour  in  the  plaster  and  allow  to  set.  When 
the  duplicate  model  has  set,  slide  the  entire  contents  out  of  the  flask  and  peel  off 
the  duplicating  material.  This  is  now  ready  for  remelting  and  should  be  kept  in 
an  air-tight  container  to  avoid  loss  of  water  until  such  time  as  it  is  remelted.  If 
a  flask  is  not  being  used,  a  well-made  box  of  wood  with  removable  top  and 
bottom  can  be  substituted. 

Another  similar  duplicating  material  is  Duplit,  obtainable  from  the 
Amalgamated  Dental  Co. 

Neither  of  the  above  material  products  is  suitable  for  permanent  molds. 


Latex 

Slush  molding 

Latices  suitable  for  slush  molding  can  be  obtained  from  the  following  latex 
houses:  Rubber  Latex  Ltd.,  Revertex  Ltd.,  Dunlop  Rubber  Co.  Ltd.,  or 
Macadam  &  Co.,  to  name  a  few. 

Rubber  Technical  Developments  Ltd.  publish  Broadsheet  No.  1 .  The  Produc- 
tion of  Rigid  Rubber  Figures  by  Casting  Rubber  Latex  into  Porous  Moulds.  This 
paper  describes  in  detail  the  preparation  of  vulcanizing  ingredients  and  fillers, 
stabilizers,  etc.,  when  latex  concentrate  is  used.  For  those  not  equipped  for 
making  their  own  dispersions  information  is  given  as  to  where  these  can  be 
bought  ready  mixed. 

The  choice  of  plaster  to  be  used  for  slush  molding  is  of  some  importance. 
Coarse  plaster  produces  a  quick  build-up  of  deposit,  but  the  surface  of  the  mold 
soon  deteriorates.  The  opposite  happens  if  a  fine  hard  plaster  is  employed.  For 
general  all-round  satisfaction  the  type  of  plaster  known  as  Herculite  No.  2., 
supplied  by  the  Gotham  Co.,  has  been  found  most  suitable. 

Rubber  Latex  Ltd.  supply  a  compounded  rubber  latex  called  Toytex  which 
has  been  specially  designed  for  the  hollow  casting  or  rubber  articles  and  is  very 
good  for  making  fairly  rigid  hollow  hands,  arms,  legs,  etc.  Rubber  Latex  Ltd. 
recommends  the  use  of  Herculite  No.  2  plaster  also. 

Painting-in  molding 

For  painting-in  molding  as  described  on  page  154,  pre-vulcanized  latices 
which  do  not  contain  fillers  are  obtainable  from  the  same  manufacturers 
mentioned  above  in  connexion  with  slush  molding. 
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Latex  softener 

The  ingredients  for  the  plasticizer  given  on  page  1 57  are  available  in  the 
United  Kingdom. 

An  alternative  softener,  incorporating  mineral  oil,  may  be  prepared  as 
follows: 

MINERAL  OIL  SOFTENER 

Mineral  oil  . .  . .  . .  . .  . .              100     parts  by  weight 

Oleic  acid      . .  . .  . .  . .  . .  . .                 1-5  parts  by  weight 

Distilled  water  . .  . .  . .  . .  . .  . .    41-2  parts  by  weight 

Caustic  soda  . .  . .  . .  . .  . .  . .      0-3  parts  by  weight 

Mix  the  oil  and  acid.  Dissolve  the  caustic  soda  in  water.  Add  the  oil  to  the  water 
with  vigorous  agitation.  The  100  parts  of  mineral  oil  should  not  amount  to 
more  than  10  per  cent  of  the  weight  of  rubber  that  it  is  being  used  to  soften.  A 
fine,  clear  oil,  that  will  not  contain  minerals  harmful  to  rubber,  is  obtainable 
from  most  rubber  suppliers.  One  oil  that  is  frequently  used  is  Puremor  No.  210 
manufactured  by  Shell-Mex  &  B.P.,  Ltd.,  Shell-Mex  House,  Strand,  London, 
W.C.2. 

Latex  Thickeners 

Vulcastab  T  and  Vulcastab  TM,  products  of  Imperial  Chemical  Industries 
Ltd.,  Imperial  Chemical  House,  Millbank,  London,  S.W.I. 

Rohm  &  Haas,  makers  of  Acrysol  G.S.,  have  an  associate  company  in  London, 
Charles  Lennig  &  Co.  (Great  Britain)  Ltd.,  26-28  Bedford  Row,  London, 
W.C.I,  from  whom  this  material  can  be  obtained,  subject  to  an  import  licence 
being  granted. 

The  Cornelius  Chemical  Co.  Ltd.,  Ibex  House,  Minories,  London,  E.C.3, 
make  the  following  two  products  suitable  for  thickening  rubber  latex:  Rohagit 
S,  which  is  a  polyacrylic  acid  powder;  Rohagit  S.L.  150,  which  is  a  sodium 
poly  aery  late. 

Foamed  Latex 

All  the  rubber  houses  previously  mentioned  market  foam  rubber  formulae 
suitable  for  making  articles  for  the  make-up  artist.  Each  of  these  rubber  com- 
panies will  furnish  instructions  concerning  the  use  of  their  own  preparations, 
but  by  and  large  these  instructions  will  be  found  to  be  the  same  as  the  methods 
described  on  page  1 58  both  as  regards  the  rubber  and  agents  to  be  added  and  the 
preparation  and  treatment  of  the  molds. 

One  formula  using  Rubber  Technical  Developments  products  is : 

FOAMED   RUBBER   FORMULA 

Latex             170  parts  by  weight 

5  %  Vulcastab  TM 2  parts  by  weight 

25%  HS  35/40         10  parts  by  weight 

50  %  Zinc  oxide       . .         . .         . .         . .         . .         . .  6  parts  by  weight 

Measure  out  the  latex  and  place  in  a  foaming  bowl.  Add  the  Vulcastab  TM  at 
the  beginning  of  the  foaming  action.  For  this  foaming  use  a  food  mixer  with  a 
basket  type  whisk  revolving  in  a  planetary  motion. 

When  the  foam  volume  has  been  attained  add  the  HS  35/40  and  zinc  oxide 
and  continue  foaming  for  another  30  seconds.  Then  refine  at  slow  speed. 

Pour  into  the  mold  which  has  been  preheated  at  90°  C.  (194°  F.),  place  in  an 
oven  and  cure  at  100°  C.  (212°  F.)  for  60  minutes.  The  time  of  curing  may  have 
to  be  varied  owing  to  the  fact  that  the  molds  may  be  of  different  thicknesses. 

Easifoam 

Easifoam  No.  457  is  the  product  of  Rubber  Latex  Ltd.  and  is  often  used  by 
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make-up  artists.  For  every  100  parts  by  weight  of  Easifoam  No.  457  the  follow- 
ing chemicals  are  added:  Heat  Sensitizing  Agent  No.  809,  11  parts  by  weight; 
Activater  No.  808,  6  parts  by  weight. 

Easifoam  No.  457  should  be  poured  into  the  mixer  bowl  and  1 1  parts  of  Heat 
Sensitizer  809  added.  The  compound  is  then  beaten  to  3-5  times  its  original 
volume.  The  longer  the  time  of  beating  the  greater  the  volume  attained.  The 
foam  will  rise  after  beating  for  about  10  minutes,  when  a  beater  speed  of 
approximately  180  revolutions  per  minute  is  employed.  When  the  foam  has 
nearly  risen  to  the  required  volume,  6  parts  of  Activator  No.  808  are  added, 
beating  continuing  during  the  addition  to  ensure  uniform  distribution  through- 
out the  latex.  The  foam  shows  no  tendency  to  gel  until  heated. 

After  pouring  the  prepared  foam  into  the  molds  gelation  can  be  effected 
either  by  heating  the  molds  in  steam  at  250°  F.  (121°  C.)  or  in  an  oven  in  dry  air 
at  230°  F.  (1 10°  C).  In  either  case  gelation  takes  place  in  approximately  30  to  40 
minutes  depending  on  the  type  of  mold  and  thickness  of  the  sponge. 

Partial  vulcanization  of  the  foam  will  have  taken  place  during  gelation  and 
may  be  completed  by  continuing  the  period  of  heating  in  the  molds  for  a  further 
15  to  20  minutes.  After  vulcanization  the  sponge  should  be  rinsed  to  remove 
any  water-soluble  material  which  may  still  be  left  in  it. 

Processing  of  the  products  of  the  other  rubber  companies  previously 
mentioned  is  just  as  simple. 

Coloration 

Intrinsic  pigments  can  be  obtained  from  I.C.I,  and  Anchor  Chemical  Co. 
Ltd.,  Clayton  Lane,  Clayton,  Manchester,  11. 

Castor  oil  based  greasepaint  suitable  for  application  on  rubber  foam  pros- 
thetics or  any  other  rubber  can  be  obtained  from  Max  Factor. 


Plastics 

Molding  Plastic 

Bakelite  Ltd.,  12  Grosvenor  Gardens,  London,  S.W.I  are  an  associate 
company  of  the  Union  Carbide  &  Chemical  Co.  of  America  and  the  poly- 
vinyl resin  known  as  Vinylite  XYSG  can  be  obtained  from  them.  The  plasticizer 
Flexol  3GH  can  be  had  from  either  Monsanto  Chemicals,  Ltd.,  Monsanto 
House,  Victoria  Street,  London,  S.W.I,  or  Gemec  Chemicals  Co.,  Finsbury 
Pavement  House,  120  Moorgate,  London,  E.C.2.  Dibutylphthalate  (DBP)  is 
obtained  from  this  same  address  or  any  of  the  chemical  houses. 

Vinyl  Portex,  manufactured  by  Portland  Plastics  Ltd.,  Bassett  House, 
Hythe,  Kent,  is  another  substance  sometimes  used  for  making  prosthetics. 
Vinyl  Portex  is  supplied  as  a  powder  and  liquid  which  will  combine  under  heat 
and  pressure  to  form  an  elastic  "alloy".  The  liquid  is  a  plasticizer  called  Portex 
Acrylic  Plasticizer. 

The  plasticizer  is  added  to  the  powder  and  very  thoroughly  mixed  until  it  is 
of  the  consistency  of  a  thin  custard.  Continue  stirring  on  a  hot  plate  at  a  tem- 
perature of  100°  C.  (212°  F.)  until  the  mixture  has  turned  to  a  rubbery  paste.  It 
is  then  placed  in  the  female  half  of  a  two-part  mold  in  a  flask  and  the  male  half 
put  into  place  and  pressure  applied.  Arrangements  must  be  made  for  overflow 
either  through  the  highest  and  lowest  parts  of  the  male  part  of  the  mold  or  by 
making  gutters. 

The  mold  is  then  put  into  an  oven  still  in  a  press  and  heated  for  half  an  hour 
at  600°  C.  (1272°  F.).  Intrinsic  coloring  (greasepaint  or  dye)  should  be  added  at 
the  first  stage  of  mixing  but  even  so  the  finished  prosthetic  will  be  rather  too 
translucent.  After  it  has  been  adhered  to  the  face  either  with  rubber  latex  or 
spirit  gum  it  is  best  to  give  it  a  covering  of  sealer  before  making  up  over  it. 
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Cap  Plastics 

The  vinyl  resin  VYNS  is  obtainable  from  Bakelite  Ltd.  and  the  plasticizer 
dioctylphthalate  (DOP)  from  Gemec  Chemicals  Co.,  Monsanto  Chemicals 
Ltd.,  or  any  other  chemical  company. 

Hoechst  Chemicals  Ltd.,  50  Jermyn  Street,  London,  S.W.I,  also  provide 
polyvinyl  butyrals  suitable  for  making  plastic  caps  and  one  such  is  Mowital 
B.30H. 

Tooth  Plastics 

S.  S.  White  Co.  of  Great  Britain  Ltd.,  126  Great  Portland  Street,  London, 
W.  1 ,  produce  Texton. 

Claudius  Ash,  Sons  &  Co.  Ltd.,  26  Broadwick  Street,  London,  W.l,  makes 
Seuriton,  a  similar  material  which  is  also  supplied  in  two  parts — a  powder 
polymer  and  a  liquid  monomer. 

A  third  material  similar  to  the  above  two  is  [manufactured  by  Dental 
Fillings  Ltd. ,  49  Grayling  Road,  London,  N.  1 6. 

Other  dental  manufacturers  have  similar  products. 

Kallodentine  and  Kallodent  are  obtainable  from  Imperial  Chemical  Indus- 
tries or  the  Dental  Manufacturing  Company. 

Adhesives 

Duo  Adhesive  is  procurable  from  Max  Factor  and  most  chemists. 

Other  latex  adhesives  are  obtainable  from  Rubber  Latex  Ltd.  and  Batemans, 
Youngs  Corner,  British  Grove,  London,  W.4.  Latex  and  synthetic  adhesives  are 
available  from  the  Dunlop  Rubber  Co.  Ltd. 

Karo  Syrup  is  a  variety  of  the  ordinary  syrup,  not  available  in  the  United 
Kingdom.  Any  soluble  syrup  may  be  used  so  long  as  it  does  not  crystallize. 
Even  honey  may  be  employed.  Bandoline  or  liquid  adhesive,  or  one  of  the 
various  liquid  latex  materials,  can  also  be  used  for  adhering  tissue  to  create 
old-age  or  character  effects. 

Sealing  compounds 

These  are  normally  polyvinyl  butyral  types  and  may  be  obtained  from 
Bakelite  Ltd.,  Vinyl  Products  Ltd.,  Butler  Hall,  Carshalton,  Surrey,  or  Mon- 
santo Chemicals  Ltd.  Max  Factor  also  provides  Sealor. 

The  resins  for  making  the  sealers  Nos.  2,  3,  4  and  5  can  be  obtained  from 
Bakelite  Ltd. 

Flexible  clear  varnishes  can  also  be  got  from  Denton  Edwards  Paints  Ltd., 
Abbey  Road,  Barking,  Essex,  under  the  name  of  Flexglaze. 

Waxes 

Nose  putty  can  be  bought  from  any  theatrical  shop  or  from  L.  Leichner 
(London)  Ltd.,  or  Max  Factor. 

Morticians  Wax  is  obtainable  from  Max  Factor.  Inlay  wax  for  dental  use 
can  be  obtained  from  Claudius  Ash,  Sons  &  Co.  Ltd.,  the  Dental  Manufactur- 
ing Co.  and  other  dental  supply  houses. 

Casualty  Putty  is  supplied  in  tins  by  Leichner. 

Separating  medium 

Silicon  grease  can  be  obtained  from  Albright  &  Wilson  Ltd.,  49  Park  Lane, 
London,  W.l,  or  Midland  Silicones  Ltd.,  19  Upper  Brook  Street,  London,  W.l. 
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Hair  goods 

Human  hair  for  wig  making  can  be  bought  from  the  following  houses :  Henry 
Serventi  Ltd.,  61  Beak  Street,  London,  W.l;  J.  P.  Isaia,  31  Gerrard  Street, 
London,  W.l;  Nagele's,  8  Broadwick  Street,  London,  W.l. 

Other  hair,  such  as  yak,  mohair  and  wool  crepe  are  obtainable  from 
Nagele's  and  Osborne,  Garrett  &  Co.  Ltd.,  51  Frith  Street,  London,  W.l. 

Make-up  suppliers 

Osborne,  Garrett  &  Co.  Ltd. 

(51  Frith  Street,  London,  W.l.)  This  company  stock  many  articles  useful  to 
the  make-up  artist  including  all  hairdresser's  equipment,  sponges  of  all  types, 
towels,  mirrors,  sprays,  paper  tissues,  wig  blocks,  powder  puffs,  wraps,  brushes 
of  all  sorts,  cotton  wool,  combs,  crepe  wool,  etc. 

Nagele's 

(8,  Broadwick  Street,  London,  W.l.)  This  is  a  similar  type  of  business  to 
Osborne  Garrett,  but  deals  more  fully  with  various  types  of  hair.  Fish  skin  can 
also  be  obtained  from  this  company. 

Wig  Creations  Ltd.  (Stanley  Hall) 

(69,  George  Street,  Baker  Street,  London,  W.l.)  This  company  makes  wigs, 
toupees  and  hair  pieces  of  any  description  and  offers  very  good  service  to  film 
studios,  the  theatre,  television  and  the  individual  artist. 

Other  similar  concerns  are: 

L.  &  H.  Nathan  Ltd. 

(12  Panton  Street,  London,  S.W.I.)  This  company  is  also  well  known  as 
theatrical  costumiers. 

Ede  &  Ravenscroft  Ltd. 

(93  Chancery  Lane,  London,  W.C.2.)  This  company  specializes  in  legal 
wigs. 

Wig  Specialities 

(10  Porchester  Place,  London,  W.2.) 

Eylure  Ltd. 

(60,  Bridge  Road  East,  Welwyn  Garden  City,  Herts.)  A  product  of  this 
company  is  the  eyelashes  of  this  name,  hand-made  from  European  hair  fixed  to 
a  single  nylon  thread  in  black  and  three  shades  of  brown  (also  heavy  for  stage 
work).  Other  products  are  cosmetic  sponges,  latex  or  resin,  fingernails,  cos- 
metic pencils,  face  powder  brushes  and  lip  brushes.  These  articles  are  obtainable 
from  most  shops  or  chemists  stocking  theatrical  make-up.  Studios  can  order 
direct  from  the  manufacturer. 

Show  Features  Ltd. 

(60  Bridge  Road  East,  Welwyn  Garden  City,  Herts.)  Prosthetics  such  as 
noses,  ears,  eye  pieces,  scars,  bald  caps,  etc.,  either  in  plastic  or  latex,  are 
available  from  this  company.  In  addition,  they  supply  such  things  as  sealers, 
plastic  and  latex  blood,  plastic  skin,  plastifix  adhesive,  Double  Take  make-up 
remover  and  make-up  brushes. 

Addresses 

Albright  &  Wilson  Ltd.,  49  Park  Lane,  London,  W.l. 
Amalgamated  Dental  Co.  Ltd.,  26  Broadwick  Street,  London,  W.l. 
Anchor  Chemical  Co.  Ltd.,  Clayton  Lane,  Clayton,  Manchester,  11. 
Ash,  Claudius,  Sons  &  Co.  Ltd.,  26  Broadwick  Street,  London,  W.l. 

251 


Bakelite  Ltd.,  12  Grosvenor  Gardens,  London,  S.W.I. 

Batemans,  Youngs  Corner,  British  Grove,  London,  W.4. 

Boots  Pure  Drug  Co.  Ltd.,  Station  Road,  Nottingham. 

Cafferata  &  Co.  Ltd.,  Newark-on-Trent,  Nottingham. 

Cornelius  Chemical  Co.  Ltd.,  Ibex  House,  Minories,  London,  E.C.3. 

Croform  Techniques  Ltd.,  155  Great  Portland  Street,  London,  W.l. 

Davis  Schottlander  &  Davis  Ltd.,  155  Great  Portland  Street,  London,  W.l. 

Dental  Fillings  Ltd.,  49  Grayling  Road,  London,  N.16. 

Dental  Manufacturing  Co.  Ltd.,  Brock  House,  Great  Portland  Street,  London, 

W.l. 
Denton  Edwards  Paints  Ltd.,  Abbey  Road,  Barking,  Essex. 
Dunlop  Rubber  Co.  Ltd.,  St.  James's  House,  St.  James's  Street,  London, 

S.W.I. 
Ebonite  &  Lorival  Ltd.,  Little  Lever,  near  Bolton,  Lanes. 
Ede  &  Ravenscroft  Ltd.,  93  Chancery  Lane,  London,  W.C.2. 
Eylure  Ltd.,  60  Bridge  Road  East,  Welwyn  Garden  City,  Herts. 
Gemec  Chemicals  Co.,  120  Moorgate,  London,  E.C.2. 
Gotham  Co.  Ltd.,  Bentinck  Buildings,  Wheeler  Gate,  Nottingham. 
Hoechst  Chemicals  Ltd.,  50  Jermyn  Street,  London,  S.W.I. 
Imperial  Chemical  Industries  Ltd.,  Imperial  Chemical  House,  Millbank,  Lon- 
don, S.W.I. 
Isaia,  J.  P.,  31  Gerrard  Street,  London,  W.l. 
Leichner  L.  (London)  Ltd.,  44a  Cranbourn  Street,  London,  W.C.2. 
Lennig,  Charles  &  Co.  (Great  Britain)  Ltd.,  26-28  Bedford  Row,  London, 

W.C.I. 
Macadam  &  Co.,  5  Lloyds  Avenue,  London,  E.C.3. 
Max  Factor,  Hollywood  &  London  (Sales)  Ltd.,  16  Old  Bond  Street,  London, 

W.l. 
Midland  Silicones  Ltd.,  19  Upper  Brook  Street,  London,  W.l. 
Monsanto  Chemicals  Ltd.,  Monsanto  House,  Victoria  Street,  London,  S.W.I. 
Nagele's,  8  Broadwick  Street,  London,  W.l. 
Nathan,  L.  &  H.,  Ltd.,  12  Panton  Street,  London,  S.W.I. 
Osborne,  Garrett  &  Co.  Ltd.,  51  Frith  Street,  London,  W.l. 
Portland  Plastics  Ltd.,  Bassett  House,  Hythe,  Kent. 
Pytram  Ltd.,  Pytram  Works,  Dunbar  Road,  New  Maldon,  Surrey. 
Revertex  Ltd.,  51  Strand,  London,  W.C.2. 

Rubber  Latex  Ltd.,  Mosley  Road,  Trafford  Park,  Manchester,  17. 
Rubber  Technical  Developments  Ltd.,  78  Bridge  Road  East,  Welwyn  Garden 

City,  Herts. 
Serventi,  Henry,  Ltd.,  61  Beak  Street,  London,  W.l. 
Shell-Mex  &  B.P.  Ltd.,  Shell-Mex  House,  Strand,  London,  W.C.2. 
Show  Features  Ltd.,  60  Bridge  Road  East,  Welwyn  Garden  City  Herts. 
Stathams,  Uttoxeter,  Staffs. 

Strand  Electric  &  Engineering  Co.  Ltd.,  29  King  Street,  London,  W.C.2. 
Vinyl  Products  Ltd.,  Butler  Hall,  Carshalton,  Surrey. 
Vinatex  Ltd.,  Devonshire  Road,  Carshalton,  Surrey. 
White,  S.  S.,  Co.  of  Great  Britain,  Ltd.,  126  Great  Portland  Street,  London, 

W.l. 
Wig  Creations  Ltd.  (Stanley  Hall),  69  George  Street,  Baker  Street,  London, 

W.l. 
Wig  Specialities,  10  Porchester  Place,  London,  W.2. 
Witco  Chemical  Co.  Ltd.,  Bush  House,  Aldwych,  London,  W.C.2. 
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APPENDIX  H— REFERENCE  MATERIAL 


Every  make-up  artist  should  have  a  picture  file  for  reference  purposes. 

How  to  set  up  a  filing  system 

The  Herald  Square  Expanding  File  No.  198,  which  has  twenty-one  pockets, 
has  sufficient  room  for  most  pictures.  Using  five  of  these  files  and  labelling  them 
about  as  follows  will  provide  space  for  all  loose  pictures. 

File  1 

Musicians  and  Composers 

Authors,  Poets,  Writers 

Artists 

Scientists,  Doctors,  Nurses,  Inventors 

Philosophers,  Saints,  Gods,  Religious  Personalities 

Ancients,  Oriental  Potentates 

Convicts,  Criminals 

Sports  Personalities 

Comic  Book  Characters 

Space  and  Extra-terrestrial  types 

Women  to  men,  Men  to  women 

Age  in  Men 

Age  in  Women 

Youth  to  Old  Age 

Multiple  Make-ups 

Wigs,  Beards,  Moustaches,  Sideburns 

Women's  wigs 

Bald  heads  and  wigs 

Double  chins 

Ears  and  Eyes 

Noses 

File  2 

Cadavers,  Witches,  Skulls,  Magicians,  Devils,  Dracula 

Mummies,  Geniis,  Phantom  of  the  Opera 

Frankenstein's  Monster,  other  sewed  and  pieced  together  types 

Dr.  Jekyll  and  Mr.  Hyde 

Animal  men  and  other  weird  effects 

Stone  Age,  Horror,  Special  Colored  effects 

Battle  make-up,  Cuts  and  Bruises,  Tattoos 

Masks,  Dolls,  Puppets 

Plants  and  Animals 

Clowns 

Plays,  Classics,  Literature 

Ballet 

Opera 
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Shakespeare  (Three  pockets)     Histories 

Comedies 
Tragedies 

Arms  and  Armor 

Production  Pictures 

Older  and  Oldtime  Theatrical  personalities 

Modern  Actors  and  Actresses 


File  3  U.S.  History  and  Politics 


Discoverers  and  Explorers 
Vice-Presidents,  Cabinets,  Chief  Justices 
Washington  and  Lincoln 

Presidents  Adams,  Jefferson,  Monroe,  Madison,  J.  Q.  Adams 
Jackson,  Van  Buren,  Harrison,  Tyler,  Polk,  Taylor, 
Fillmore,  Pierce,  Buchanan,  Johnson,  Grant, 
Hayes,  Garfield,  Arther,  Cleveland,  Harrison, 
McKinley,  T.  Roosevelt,  Taft,  Wilson,  Harding, 
Coolidge,  Hoover,  Roosevelt,  Truman,  Eisenhower 
Political  men  and  personalities  1600-1750 

1750-1810 
1810-1880 
1880-1920 
1920  to  date 
Military  Men  1650-1800 
1800-1860 
1860-1900 
1900  to  date 
Confederate  Soldiers 

British,  French  and  other  Rulers  and  Military  personalities  during  the 
American  Revolution  and  Colonial  Wars 


File  4  Nationals 

Canada 

Eskimos 

American  Indians 

Mexico 

South  American  Indians 

Central  and  South  Americans 

Negroes 

Africa  (Blacks) 

Tunis,  Morocco,  Algeria 

Ethiopia 

Egypt 

Historical  English 

United  Kingdom 

France 

Spain 

Germany,  Austria,  Hungary 

Yugoslavia,  Czechoslovakia,  Bulgaria,  Roumania 

Iceland,  Finland,  Sweden,  Norway,  Denmark 

Estonia,  Lithuania,  Poland,  Latvia 

Russia,  Ukrainia 

Belgium,  Netherlands,  Switzerland 
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File  5  Nationals 

Mongolian  Make-ups 

Japan 

Korea 

China  (Free  and  Pre-Rev.)  also  ancient 

China  (Red) 

Tibet 

Vietnam,  Thailand,  Iran,  Indochina,  Cambodia 

Indonesia,  Ceylon,  Burma 

Saudi  Arabia,  Storybook  Arabia,  Lebanon 

Pakistan,  Jordan,  Syria 

Turkey,  Afganistan,  Nepal 

Israel 

Australia,  New  Zealand 

Malaya 

Borneo 

Philippines 

Hawaii 


The  make-up  artists'  working  library 

Although  an  extensive  library  can  be  built  up  for  reference  work  in  make-up, 
the  author  has  found  a  few  books  which  can  be  quite  helpful  as  they  contain 
many  pictures  of  people  often  called  for  in  production. 

Carl  Dame  Clarke's  Molding  and  Casting  (C.  V.  Mosby,  St.  Louis,  1945)  is 
the  best  reference  work  on  general  casting  and  is  available  at  most  art  stores. 

Two  costume  books  have  also  proven  to  be  quite  helpful;  R.  Turner 
Wilcox's  The  Mode  in  Hats  and  Headdress  (Scribner's,  New  York,  1949)  and 
Douglas  Gorsline's  What  People  Wore  (Viking  Press,  New  York,  1952)  which 
contain  many  drawings  of  hair  styles  and  suggestions  for  period  make-ups. 

Books  on  the  American  Revolution  and  Civil  War  are  also  quite  an  aid. 
Stefan  Lorant  has  written  many  books  on  Abraham  Lincoln  and  his  con- 
temporaries in  addition  to  his  The  Presidency  (Macmillan,  New  York,  1952) 
which  covers  all  the  political  figures  of  the  United  States  concerned  with  the 
elections  of  the  presidents.  James  D.  Horan's  Matthew  Brady,  Historian  with  a 
Camera  (Crown,  New  York,  1955)  is  an  excellent  source  of  nineteenth  cen- 
tury material;  A  Pictorial  History  of  the  Confederacy  (Crown,  New  York, 
1951)  by  Lamont  Buchanan  has  a  good  collection  of  Southerners  in  the  Civil 
War  period;  and  Robert  Casey's  The  Declaration  of  Independence  has  much 
eighteenth  century  material. 

There  are  also  a  number  of  sets  of  picture  books,  histories  and  such  works 
which  are  out  of  print,  but  quite  readily  available  either  in  libraries  or  through 
second-hand  book  stores.  Among  these  are:  Everet  A.  Duckinck's  Portrait 
Gallery  of  Eminent  Men  and  Women  of  Europe  and  America  in  two  volumes 
(Johnson  and  Wilson,  New  York,  1873);  Israel  Clare  Smith's  Library  of 
Universal  History  (Werner,  New  York,  1896)  in  five  large  volumes;  Woodrow 
Wilson's  A  History  of  the  American  People  (Harper,  New  York,  1917)  in  ten 
volumes  and  The  Pageant  of  America  by  Clark  Wissler,  Constance  Skinner 
Lindsay  and  William  Wood  (Yale  U.P.,  New  Haven,  1925)  in  fifteen  volumes. 

Shakespearian  characters  are  best  found  in  the  picture  collection  books  on 
the  Old  Vic  Company,  while  Daniel  Blum  has  collected  many  photographs  of 
the  American  stage,  opera  and  screen  which  are  published  in  a  number  of  books 
by  Greenberg  of  New  York. 

National  and  racial  types  can  be  found  in  the  National  Geographic  Society's 
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1951  edition  of  Everyday  Life  in  Ancient  Times',  Matthew  Stirling's  Indians  of 
the  Americas  also  published  by  the  Society  (Washington)  has  an  excellent  group 
of  paintings  on  the  American  Indian  besides  much  other  useful  information; 
Ernest  Rathenau's  Orientals  (Augustin,  New  York,  1945)  has  wonderful  facial 
studies  of  these  eastern  peoples. 

For  general  hair  and  beard  shapes  (which  men  grew  profusely  at  the  end  of 
the  nineteenth  century)  there  is  a  book  published  by  Bartlett,  New  York,  1899, 
titled  Notable  New  Yorkers  1 896-99,  which  has  the  best  collection  of  pictures 
imaginable  on  this  subject.  Again  this  book  is  not  too  difficult  to  find  at  most 
second-hand  dealers  or  it  may  be  had  at  libraries. 

Naturally  this  short  list  is  merely  suggestive;  personal  preferences  and 
problems  will  dictate  the  formation  of  any  personal  library. 
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Absorbent  cotton,  31 

Acetone,  31 

Adherents,  latex,  163 

Adhesive  tape,  31 

Adhesives,  31,  176 

Africans,  118 

Age  make-up,  67ff.,  93 

Age  make-up  on  color  television,  102 

Ageing  effects,  196ff. 

Albinos,  119 

Alcohol,  31 

Alginate,  149 

Alpine  types,  110 

Ambient  light,  95 

American  Indians,  111 

Americans,  Central,  114 

Americans,  South,  114 

Ammonia  loss,  157 

Angora  goat  hair,  204 

Animal  men,  140 

Asians,  Central,  117 

Asians,  East,  116 

Asians,  North,  117 

Asians,  South-eastern,  116 

Asians,  Southern,  115 

Asians,  South-western,  114 

Bald  caps,  194 

Ballet  make-up,  90,  92 

Bandoline,  31 

Base,  33,  38 

Beard  application,  206,  210,  211 

Beard  cover,  55,  56 

Beard,  stubble,  213 

Beardline,  55,  56 

Blood,  artificial,  31,  34 

Body  hair,  213 

Body  make-up,  110 

Brachycephalic  head  shape,  26,  27 

Brilliantine,  31 

British  make-up  materials,  241 

Bruises,  199 

Brushes,  31,  54,  72 

Buckram,  32 

Burns,  198 

Burnt  cork,  32 

Byzantines,  128 


Cap  material  sealers,  178 

Cap  plastics,  168ff. 

Caps,  bald,  194 

Carbon  tetrachloride,  32 

Caster  oil,  32 

Casting  molds,  182ff. 

Casting  plaster,  147 

Caucasoid  race,  26,  103ff. 

Central  Americans,  114 

Chaney,  Lon,  135,  140 

Character  make-up,  6 Iff. 

Character  types,  special,  135ff. 

Charts,  make-up,  64,  65,  66,  220ff. 

Children,  make-up  for,  58,  92,  101 

Chrominance,  95 

Clark,  Bobby,  140 

Clay  sculpture,  194 

Cleansers,  179 

Cleansing  cream,  32 

Cleansing  tissues,  32 

Clown  white,  32 

Clowns,  143 

Collodian,  32 

Color  television,  94ff. 

Color  television,  make-up  for,  98ff. 

Color  temperature,  24,  96 

Coloration,  hair,  213 

Coloration,  latex,  161 

Combs,  32 

Compatible  color  television,  20,  95, 

98 
Contact  lenses,  85,  197 
Cosmetique,  32 
Crepe  hair,  32 
Cronyn,  Hume,  73 
Curling  irons,  32 
Cuts,  199 

Dark  ages,  128 

Dental  (black)  carding  wax,  181 

Dental  inlay  wax,  180 

Dental  plaster,  146 

Dental  stone,  148 

Devils,  140 

Dolichocephalic  head  shape,  26, 27 

Dolls,  142 

Dr.  Jekyll  and  Mr.  Hyde,  82,  136 
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Dracula  make-up,  136 
Duo  Adhesive,  176 
Duplicate  face  mold,  186 
Duplicating  materials,  150ff. 

Ears,  prominent,  197 

Ears,  prosthetic,  197 

Ears,  to  stand  out,  197 

Egyptians,  15,  122 

Eighteenth  century  types,  132 

Electron  guns,  94 

Epicanthic  fold,  106,  107 

Erase,  32 

Europeans,  110 

Exposure  meter,  24 

Extender,  32 

Eye  coloring,  30 

Eye  effects,  197 

Eye  lotion,  33 

Eye  prosthetics,  75,  192 

Eyebrow  pencils,  33 

Eyebrows,  48 

Eyebrows,  blocking,  215 

Eyefold,  106,  107 

Eyelash  curler,  33,  52 

Eyelashes,  false,  33,  52 

Eyelines,  46 

Eyes,  44ff. 

Eyes  in  old  age,  74 

Eyeshadow,  33,  45 

Face,  cast  of,  182ff. 

Facial  anatomy,  26 

Facial  effects,  196 

Facial  lifts,  83,  84 

Facial  proportions,  26,  29 

Falls,  78,  210 

Fantasy  types,  142 

Faults  in  make-up,  58 

Film  type  and  make-up,  21 

Film  types,  216 

Film  characters,  early,  145 

Films  and  light  sources,  22 

Filter  effects,  229 

Filters,  compensating,  24 

Fishskin,  33 

Flat  plate  molds,  187 

Flexible  impression  materials,  148ff. 

Fluorescent  make-up,  36 

Foamed  latex,  157 

Foot  candles,  24 

Foundations,  33,  38 

Frontal  bone,  44,  45,  46 

Gauze,  34 
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Gelatin  capsules,  34 
Gelatins,  88 
Glycerine,  34 
Gray  scale,  22,  23,  94 
Greasepaint,  tube,  33,  39 
Greeks,  125 

Hackle,  34 

Hair,  body,  213 

Hair  color  spray,  34 

Hair  coloring,  213 

Hair  colors,  28 

Hair  crepe,  203 

Hair  dressings,  215 

Hair  goods,  202ff. 

Hair  goods,  measuring  for,  212 

Hair  goods  on  color  television,  100 

Hair  goods,  prepared,  209 

Hair  in  middle  age,  72 

Hair  in  old  age,  78 

Hair  lacquer,  34 

Hair,  racial  types  of,  109 

Hair  sprays,  214 

Hair  straighteners,  215 

Hair  types,  202 

Hair  whitener,  34,  214 

Hair,  working  with,  206 

Hairlines,  57,  58 

Hairpieces,  78 

Hands,  72,  76,  77 

Head  measurements,  213 

Head  shapes,  26 

Hebrews,  127 

Highlights,  40,  68,  75 

Historical  characters,  120 

Horror  types,  135 

Horsehair,  204 

Human  hair,  204 

Human-like  fantasy  types,  143ff. 

Hydrocal,  147 

Indians,  American,  1 1 1 

Jawline  shadowing,  41 
Jawlines,  108 

Karo  Syrup,  177,  197 
Kelvin  scale,  24,  231 
Koroseal,  152 

Lace,  34 
Lahr,  Bert,  140 
Latex,  34,  153ff. 
Latex  adherents,  163 
Latex  coloration,  161 
Latex,  foamed,  157 


Latex  softener,  157 

Latex  stipple,  196 

Latex  thickeners,  157 

Latices  I-P-2  and  I-P-3,  150 

Leclaire,  Jackie,  144 

Lifts,  facial,  83,  84 

Light,  88 

Lighting  and  make-up,  17,  19 

Lighting,  stage,  86ff. 

Lining  colors,  34 

Lip  gloss,  34 

Lip  pomade,  34 

Lips,  54,  56,  70,  76,  108 

Lipstae,  34 

Lipstick,  34 

Liquid  body  make-up,  33 

MacDowall,  Roddy,  149 

Make-up,  black-and-white  film,  17, 

18,  42,  46,  47,  48,  52,  55,  58,  74, 

76,78,82ff,  103ff,222 
Make-up,  black-and-white  television, 

17,  18,  41,  42, 44, 46,  52,  55,  58,  74, 

76,78ff.,99, 103ff.,221 
Make-up,    character,    6 Iff.,     103ff., 

120ff.,  135ff. 
Make-up  charts,  64-66, 22 Iff. 
Make-up,  color  film,  41,  42,  46,  48, 

50,  52,  55,  58,  74,  76,  77,  78,  82ff., 

100,  103ff.,223ff. 
Make-up,  color  television,  17,  41,  42, 

44,  46,  52.  56,  58,  74,  76,  77,  78ff., 

96,98ff.,103ff.,223 
Make-up,  fluorescent,  36 
Make-up  kit,  37,  232ff. 
Make-up  materials,  3 Iff. 
Make-up,  middle  age,  67ff. 
Make-up,  old  age,  74ff. 
Make-up,  stage  17,  68,  86ff.,  227ff. 
Make-up,    straight    and    corrective, 

38ff. 
Make-up  supplies,  sources  of,  238ff. 
Mascara,  34,  50 
Masks,  15 
Medieval  types,  128 
Mediterranean  types,  110 
Men's  color  television  make-up,  101 
Men's  stage  make-up,  92ff. 
Men's  straight  make-up,  55ff. 
Mesopotamians,  124 
Metallic  powders,  35 
Middle  age  make-up,  67ff. 
Mineral  oil,  35 
Modelling  tools,  35 
Molding  plastics,  164ff. 
Molds,  casting,  182ff. 


Molds,  flat  plate,  187 

Molds,  teeth,  193 

Mongoloid  race,  26,  103ff. 

Moors,  128 

Mortician's  Wax,  35,  180 

Motion  picture  lighting,  17 

Motion    picture,    special    make-up 

effects,  82 
Moulage,  35,  149 
Moustache  wax,  35 
Mousseline  de  soie,  35 
"Mummy"  make-up,  135 

Nail  polish,  35 

National  types,  103ff. 

Neck,  age  reversal  on,  84 

Neck,  ageing  the,  74,  77,  82 

Negroes  on  color  television,  102 

Negroid  race,  26,  103ff. 

Net,  34 

Nineteenth  century  types,  133 

Non-human  types,  135ff. 

Nordic  types,  1 10 

Nose,  43,  108 

Nose  putty,  35,  180 

Noses,  prosthetic,  189ff. 

O'Bradovich,  Robert,  72,  82 
Oceania,  inhabitants  of,  117 
Old  age,  74 

Old  age,  extreme,  78,  79 
Older  age,  progressive,  81,  82 
Old-time  film  characters,  145 
Organza  de  soie,  35 
Origins  of  make-up,  15 
Orthochromatic  film,  16 

Painting-in  molding,  154 

Pan-Cake,  16,  33,  38,  40 

Panchromatic  film,  16 

Pan-Stik,16,33,39,40 

Period  characters,  120 

Perma-Flex  CMC,  153 

Perspiration,  106,  198 

Petroleum  jelly,  36 

"Phantom  of  the  Opera"  make-up, 

136 
Phillippe,  Robert,  138 
Phosphor  plate,  94 
Picturization,     differences     between 

television  and  film,  97 
Picturization,  lighting  and  television, 

96 
Pierce,  Jack,  135 
Pigments,  skin,  16 
Pirates,  143 
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Plastics,  163ff. 
Pleating  machine,  212 
Polyvinyl  butyral  sealers,  177 
Popular  types,  135ff. 
Portrait  of  Dorian  Gray,  80,  82 
Powder,  face,  33 
Powder  puffs,  35 
Prehistoric  man,  120 
Preparation  for  make-up,  61 
Prepared  hair  goods,  209 
Prognathism,  108 
Progressive  older  age,  81 
Prominent  ears,  197 
Prosthetic  ears,  197 
Prosthetic  noses,  189ff. 
Prosthetics,  35,  146ff.,  182ff. 
Prosthetics  for  eyes,  192 
Prosthetics,  small,  186ff. 

Quick  changes  of  make-up,  79,  197 

Racial  types,  103ff. 

Razor  blades,  35 

Reference  material,  241 

Reference  sources,  62 

Reflectance,  96 

Reflectors,  25 

Removal,  make-up,  60 

Renaissance  types,  130 

Retainer,  33 

Reversal  techniques,  82ff. 

Rigid  impression  materials,  146 

Romans,  15,  126 

Rouge,  35,  42 

Rubber  cement  adhesives,  176 

Rubber  Mask  greasepaint,  33,  39 

Santa  Claus,  143 

Saracens,  128 

Scalp  masque,  35,  57,  58 

Scars,  199,  200 

Scissors,  35 

Sculpture,  143,  198 

Sculpture,  clay,  194 

Sealers,  35,  177 

Separating  mediums,  181 

Seventeenth  century  types,  131 

Shadows,  40,  68,  75,  82 

Sideburns,  application  of,  209,  210 

Skin  tones,  28 

Sloe  eye,  106,  107 

Slush  molding,  1 54 

Smith,  Dick,  74,  140 


Smith,  Kenneth,  164 

Soap,  36 

South  Americans,  114 

Spatulas,  36 

Special  effect  techniques,  146ff. 

Spirit  gum,  36,  176,  209 

Sponges,  36,  39 

Statues,  143,  198 

Still  photography,  make-up  for,  59, 60 

Straight  and  corrective  make-up,  38ff. 

Stubble  beards,  213 

Suntans,  198 

Tattoos,  200 

Taylor,  Vaughn,  74 

Tears,  197 

Teeth  molds,  193 

Television  lighting,  18 

Television,  quick  changes  in,   78 

Tooth  enamel,  36 

Tooth  plastics,  172 

Toupee,  application  of,  210 

Toupee  tape,  36 

Toys,  142 

Tube  greasepaint,  33,  39 

Tweezers,  36 

209  and  210  adhesives,  176 

Under-eye  area,  44,  47 
Unperfumed  make-up,  34 

Vaseline,  36 
Video  signal,  95 

Wardrobe  and  make-up,  18,  96,  100 
Waxes,  36,  180 
Wig,  78 

Wig,  application  of,  210,  211 
Wig  cement,  177 
Wigmaker's  knot,  209,  210 
Witch  hazel,  36 
Witches,  136ff. 

Women's   make-up   on   color   tele- 
vision, 101 
Women's  stage  make-up,  90ff. 
Women's  straight  make-up,  38ff. 
Wool  crepe,  36,  202 
Wrinkles,  70 

Xylol  sealer,  179 

Yak  hair,  204 
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TELEVISION  PRODUCTION 

The  Creative  Techniques  and  Language  of  TV  Today 
by  Harry  Wayne  McMahan 

An  encyclopedic  handbook  of  fundamentals  with  dictionary  features 
built  in,  this  is  a  unique  and  authoritative  "working  tool"  for  every- 
one concerned  with  the  television  industry.  Interpreting  the  words 
as  well  as  the  working  procedures  of  sixteen  basic  operations  in  TV, 
it  has  been  referred  to  as  the  "Step-by-Step  Dictionary."  While 
planned  to  be  read  as  a  running  text,  those  in  search  of  a  random 
definition  may  find  it  readily  through  the  Index,  together  with  other 
related  words  that  amplify  its  meaning. 

The  book's  style,  too,  is  in  keeping  with  its  purpose.  It  avoids  the 
ponderous  and  the  highly  technical;  sometimes  it  oversimplifies; 
sometimes  a  frivolous  note  or  slang  is  mixed  with  the  scientific 
term — with  no  apologies.  For  this  is  the  living  language  of  tele- 
vision at  work.  And  here  are  accurate  definitions  never  before 
assembled  in  one  convenient  source,  compiled  with  the  assistance 
of  more  than  fifty  TV  specialists  and  revised  in  three  preliminary 
pilot  editions. 

Harry  McMahan's  previous  book,  the  television  commercial,  has 
become  the  standard  work  in  its  field  and  is  now  issued  in  a  Revised 
and  Enlarged  Edition.  German  and  Japanese  language  editions  have 
also  been  published. 

256  pages,  6f  x  9f  inches,  over  100  illustrations.  $7.50. 


THE  TECHNIQUE  OF  FILM  MUSIC 

Written  and  compiled  by 

Roger  Manvell  and  John  Huntley 

for  the  British  Film  Academy 

This  second  volume  in  a  distinguished  series  follows  the  now 
standard  Technique  of  Film  Editing  (1953).  Based  on  exhaustive 
research  by  a  special  committee  of  the  British  Film  Academy,  this 
definitive  book  presents  the  know-how  of  experts  from  Great  Britain, 
the  U.S.A.  and  other  leading  film  producing  centers. 
Includes:  The  Silent  Film — Early  Sound  Films — Sound  Film 
Recording — Realistic  and  Functional  Music — a  unique  Outline 
History  of  Film  Music — a  very  complete  listing  of  British  and 
American  film  music  on  records — Bibliography  and  Index. 

An  important  reference  work,  this  will  interest  all  those  concerned 
with  television,  ballet  and  the  stage  in  addition  to  the  music  and 
film  worlds. 

304  pages,  5£  x  8£  inches,  65  photos,  80  musical  quotations.  S9.00. 
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PRACTICAL    GUIDES    TO    TELEVISION,    RADIO, 
AND  RELATED  FIELDS 


ACTING  IS  A  BUSINESS 

How  to  get  into  Television  and  Radio 

by  Merrill  E.  Joels 

96  pages,  5|  X  8  inches,  illustrated.  $2.50 


AN  AD  MAN  AD-LIBS  ON  TV 

by  Bob  Foreman 
192  pages,  5f  X  8  inches,  illustrated.  $4.50 

AUDITIONING  FOR  TV 

How  to  Prepare  for  Success  as  a  Television  Actor 

by  Martin  Begley  and  Douglas  MacCrae 

128  pages,  5|  x  8  inches,  illustrated.  $3.50 

AUDIO  CONTROL  HANDBOOK 

For  Radio  and  TV  Broadcasting 

by  Robert  S.  Oringel 

160  pages,  8|  x  10  inches,  130  illustrations.  $6.50 

FACEJTOUR_AUDIENCE 

Audition  Readings  foTXctors 

edited  by  William  Hodapp 

160  pages,  6J  X  9J  inches.  $3.95 


HOW  TO  ANNOUNCE  FOR  RADIO  AND  TELEVISION 

edited  by  William  I.  Kaufman 
96  pages,  5f  X  8  inches.  $2.50 


HOW  TO  DIRECT  FOR  TELEVISION 

edited  by  William  I.  Kaufman 
96  pages,  5|  X  8  inches.  $2.50 


HOW  TO  WRITE  FOR  TELEVISION 

edited  by  William  I.  Kaufman 
96  pages,  5|  X  8  inches.  $2.50 
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HOW  TO  USE  A  TAPE  RECORDER 

In  Your  Business  .  .  .4n  Your  Home 

by  Dick  Hodgson  and  H.  Jay  Bullen 

192  pages,  5|  x  8  inches,  illustrated.  $4.95 

STAGING  TV  PROGRAMS  AND  COMMERCIALS 

How  to  Plan  and  Execute  Sets,  Props,  and  Production  Facilities 

by  Robert  J.  Wade 

232  pages,  6f  X  9|  inches,  100  illustrations.  $6.50 

TELEVISION  IN  THE  MAKING 

edited  by  Paul  Rotha 
200  pages,  5J  X  8J  inches,  illustrated.  $5.75 

THE  TELEVISION  COMMERCIAL 

How  to  create  and  produce  effective  TV  Advertising 
Revised  and  enlarged  edition  by  Harry  Wayne  McMahan 
224  pages,  6f  X  9f  inches,  190  illustrations.  $6.50 


A  UNIQUE  BOOK  ON  VISUAL  COMMUNICATION 

ART  DIRECTING 

For  Visual  Communication  and  Selling 

Nathaniel  Pousette-Dart,  editor-in-chief 
for  The  Art  Directors  Club  of  New  York 

A  penetrating  analysis  of  the  art  director's  techniques  in 
literally  all  fields,  this  big  book  includes  an  extensive  section 
on  television.  There  are  special  articles,  each  profusely  illus- 
trated, by: 
William  R.  Duffy,  Senior  TV  Art  Director,  McCann-Erickson, 

Inc. 
Harry  Wayne  McMahan,  Vice-President,  Leo  Burnett  Co.,  Inc. 
Paul  Smith,  President,  Calkins  &  Holden,  Inc. 
Georg  Olden,  Director  of  Graphic  Arts,  CBS  Television  Net- 
work 
William  Strosahl,  Creative  Director,  Wm.  Esty  Company 
William  Golden,  Creative  Director,  Advertising  and  Sales 

Promotion,  CBS  Television 
Stephen  Frankfurt,  TV  Art  Director,  Young  &  Rubicam,  Inc. 

240  pages,  8 J  x  10J  inches,  419  illustrations.  $15.00. 
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